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ABSTRACT 
THE ARCHITECTURE OF CONVENTION HOTELS 
IN THE UNITED STATES, 1940-1976 
(Order No. ) 
Amy Elizabeth Cohn, Ph.D. 
Boston University Graduate School, 1976 
Major Professor: Naomi Miller, Associate Professor of Fine Arts 
The convention hotel emerged as a distinct building 
type in the years of the Second World War and its after-
math. The earliest examples of convention hotels were 
distinguished from their pre-war counterparts by the 
design of their meeting facilities and the layout of 
public areas. In these projects, new techniques in archi-
t~ctural design were used only where they were critical 
to hotel operation. 
As the number of hotels increased in the fifties, 
competition for business required new approaches to design. 
For some hotel companies, the policy was to improve a 
hotel's capability for handling groups in order to attract 
sizable conventions to the property. In resort cities, 
hotel operators found that innovations in style and decor 
enhanced popular appeal, thereby increasing business. 
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In the late fifties and early sixties, the parti-
cipation of developers and corporations outside the hotel 
industry in building new properties brought about an 
increasing diversity. In the projects, design was 
based on potential profitability regardless of traditional 
hotel principles. At the same time, the inclusion of 
convention hotels in large-scale urban developments 
called for innovations in site Planning and expansion 
of public amenities. While these hotels and their pre-
decessors of the fifties rarely displayed architectural 
excellence, their contribution to guidelines for modern 
hotel design was critical to later, more spectacular 
developments of the building type. 
One project of the late sixties, the Hyatt Regency 
Atlanta, dramatically explored the potential of new 
apprGaches to hotel architecture. The astounding design 
of the public spaces, the integration of the hotel with 
surrounding development, and the hotel's subsequent 
popularity have served to transform this commercial 
building type into significant public architecture. 
The success of the. Atlanta Hyatt has led to a repeti-
tion of the concept by the hotel company, while inspiring 
ix 
new experiments by the architect. In the .early 
seventies, a series of hotels of remarkable design 
opened in the United States. Their public appeal 
confirmed the value of good architecture to the successful 
operation of a hotel. Hotel professionals were forced 
to reconsider the necessary elements of hotel design, 
while architects were encouraged to re-examine the possi-
bilities inherent in this commercial building type. 
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PREFACE 
Commercial architecture dominates the skyline of 
American cities today. Reflecting their importance to 
the urban setting, numerous building types devoted to 
commerce and industry have been the subject of historical 
and critical analysis. Nineteenth century warehouses 
and stores, twentieth century factories and air terminals, 
office towers throughout the modern period have been 
researched and evaluated, both as individual monuments 
and in the context of contemporary architectural devel-
opments. 
One aspect of American commercial architecture 
has not received adequate attention. Certain buildings 
which must appeal to the general public for their success 
are often designed with little regard to current archi-
tectural theory. Described as gaudy, cheap, speculative, 
or tasteless, they have been considered to be without 
architectural merit, thus have been ignored or slighted 
in general architectural histories. 
As early as the modern movement was defined and 
exhibited for the American pµblic, the negative force of 
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commercialism in design was identified. In The Inter-
national Style: Architecture Since 1922 (New York: 
W, w. Norton and Company, 1932), Henry-Russell Hitchcock 
and Philip Johnson described one group of commercial 
builders as "American Functionalists," who defaced 
architecture with applied ornament, and produced buildings 
that could not be justified on humanitarian principles. 
Hitchcock later ac·knowledged that big business was responsible 
for some recent examples of exceptional architecture in 
Built in America: Post-War Architecture (New York: Museum 
of Modern Art, 1952), but this referred to selected glass 
and steel office towers, not the full range of commercial 
types. With the publication of Hitchcock's Architecture: 
Nineteenth and Twentieth Centuries (Baltimore: Penguin 
Books, 1958), it was clear that in the author's view, 
commercial architecture was primarily concerned with office 
structures and department stores. Only one hotel of the 
twentieth century was illustrated in:the volume. 
In the fifties and sixties, other historians and 
critics found reason to deriae· commercialism in modern 
buildings. Carl Condit, a scholar of commercial build-
ings in Chicago, described commercialism as a "shallow 
and lifeless force," when he discu~sed speculative 
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developments. It was capable of producing a "glittering 
monotony" in American cities, "the architecture of the great 
salesroom," he wrote in American Building Art: The Twentieth 
Century (London: Oxford Univeristy Press, 1961, pp. 299, 
305). Peter Blake agreed, explaining that the desire 
for private gain had "befouled" a large portion of 
America. In God's Own Junkyard: The Planned Deterioration 
of America's Landscape (New York: Holt, Rinehart and Winston, 
1964), he described Miami Beach as "a glittering collection 
of our most astonishing acrobatics ••• the ultimate junkpile" 
( p. 24) • 
Robert Venturi, who was later an advocate of 
re-evaluating commerialism in architecture, shared 
similar views in the mid-sixties. In Complexity and 
Contradiction in Architecture (New York: Museum of Modern 
Art, 1966), he was critical of urban redevelopers, 
not~ng, " ••• they are generally buying junk, fancy trash 
readymade by an army of architectural entrpreneurs, who 
portentiously supply a spurious simplicity_ and the order 
of the tomb: the contemporary package par excellence" 
(p. 15). Later, he expressed a modified view of the 
possibilities of the commercial force in his publication 
with Denise Scott-Brown and Steven Izenour of Learning 
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from Las Vegas (Cambridge: M.I.T. Press, 1972), Present-
ing colorful illustrations and a lengthy visual analysis 
of Las Vegas hotels, the_· authors avoided discussion of 
the commercial force itself with the comment, 
",,,the morality of commercial activity, gambling interests, 
and the competitive instinct is not at issue here,,.••f(p, 13). 
While modern hotels, among other commercial building 
types, were excluded from most general architectural 
histories, they received ample coverage in national design 
journals, particularly Architectural Forum, Architectural 
Record, and Interiors. Articles on individual hotels, 
building type studies on a series of properties, and analyses 
of specific design problems have appeared in such publica-
tions for several decades, Including an abundance of illus-
trations and construction data appropriate for trade journals, 
the articles provide basic information about buildings not 
published elsewhere. There is a lack, however, of discussion 
of the specific hotel building within its historical context, 
A few books on hotel architecture have been published 
in the past decade, Written by hotel architects or editors 
of architectural journals, these publications are often 
little more than a collection of journal articles, 
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abbreviated for the published wor'I{. Two boo'ks are notable 
exceptions. Henry End's Interiors Book of Hotels and 
Motor Hotels (New York: Whi'tney Library of Design, 1963) 
supplements the standard summaries of specific properties 
with a brief history of hotel architecture and some 
candid remarks about recent hotel design. The second 
publication of note, Hotels: An International Survey by 
Herbert Weisskamp (New York: Frederick A. Praeger, Publishers, 
1968), includes an analysis of the hotel construction boom 
in the late sixties. As professional designers for hotel 
companies, both Weisskamp and End present their material to 
enhance the production of fellow architects and interior 
designers, hence their discussion is not always objective. 
This dissertation is-presented .as a chronological 
analysis of a commercial building type from 1940, the start 
of the Second World War,to the present. Contemporary 
hotel design was selected because of its unique develop-
ment in the post-war period, from the straightforward 
base and tower format to elaborate architectural creations. 
The focus is on convention hotels since they represesent 
the predominant type among large-scale urban hotels. 
The discussion is .intended to examine the emergence 
of the building type as a result of requirements intrinsic 
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in the building program. Reference to the place of a hotel 
in an architect's oeuvre, a city's master plan, or a current 
trend in architectural theory and critici~m is included only 
where relevant to the text. The essay is supplemented 
with a catalogue of the key hotel buildings discussed. 
Because of the contemporary nature of the subject matter, 
the perspective is necessarily limited. It is hoped, 
however, that the thesis, based on observations of hotels 
currently in operation, and the Catalogue, compiled while 
data was still accessible, will be useful to others interested 
in commercial architecture of the mid-twentieth century. 
0 
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The dissertation is presented as a chronologicai 
review of the development of the convention hotel in 
the United States. With some exceptions, the hotels 
discussed are large-scale, urban hotels that were opened 
between 1940 and 1976. Most of the properties discussed 
are dependent on the group meeting business for their 
successful operation and hence may be considered 
//convention hotels •11 
Background for the study consisted of combining 
bibliographical research with first-hand observation. 
General references, listed in the Bibliography, included 
the few published works on modern hotel architecture, 
histories of specific properties, and biographies of 
hotel owners and developers. Articles in architectural 
journals provided information on the original structure, 
Plan and decor of each hotel as well as descriptions of 
subsequent additions. Hotel journals were useful for data 
on operation of the properties. Directories and guide-
books published for the travel industry outlined facilities 
and accommodations. The classification of hotels in 
these publications was useful, if not conclusive, in 
xxiv 
determining hotels of distinctive quality. 
In order to supplement this research, a series 
of trips to hotel properties was arranged. Visits 
were made to sixty-one properties, listed in Appendix II. 
Hotels were selected on the basis of size, construction 
date, location, classification, and architectural design. 
The majority of hotels visited had 500 or more guest 
rooms, Most were opened between 1940 and 1976, located 
in American cities of 500,000 or more, and described as 
"deluxe" or "superior deluxe" in the trade publications,• 
The best-known downtown hotels and resorts built 
before the Second World War were included for comparison 
with the modern structures. 
Two-day stays at most of the hotels permitted 
collection of data and illustrations otherwise unavailable, 
interviews with hotel management and design professionals 
associated with the properties, and first-hand observation 
of the operation. In the final year of the study, 
employment as a front desk clerk at Dunfey•s Parker 
House in Boston has provided an inside view of the problems 
of hotel design and operation, 
1 
1. EXPERIMENTATION, 1940-1949 
Conventions were an American institution long 
before the development of the modern convention hotel. 
In the nineteenth and early twentieth centuries, political 
parties, trade associations, and professional societies 
met periodically in large cities to carry out business 
and socialize in a congenial setting. 1 
In order to accommodate the functions, facilities 
in large downtown hotels were often leased. The public 
and commercial facilities of these buildings, however, 
had been designed with the individual traveler in mind, 
not large groups. The ballrooms and hospitality 
suites had been intended for local society, not con-
ventioneers from out of town (figs. 1, 2). 2 When con-
ventions were held, it was generally at the expense and 
to the annoyance of hotel management. 3 
During the Depression, when hotel occupancy fell 
off sharply, the group meeting business was received 
more favorably. Managers found that conventions could 
bring in the revenue needed to keep a property open. 
In order to maintain the hotel's reputation, however, 
2 
. b ' ' h 4 management avoided any pu licity of sue events. 
The outbreak of the Second World War had a dramatic 
impact on hotel occupancy, particularly in the form of 
group business. 5 The limited clientele of the pre-war 
years, which included businessmen, salesmen, and 
tourists, was supplemented with groups of military 
personnel, government officials, and foreign diplomats. 
Hotels that had escaped bankruptcy during the Depression 
were suddenly operating at peak capcity. 
At the same time, victory rallies, fund-raising 
events to benefit the War effort, dances and parties 
for the military filled the ballrooms that had been 
vacant since the twenties. Hotels were handling groups 
and public events to the extent that their outmoded 
. . , d 6 facilities woul allow. And in the patriotic fervor 
of the period, no one questioned the value of such 
activities to the reputation of the hotel. 
The war-time activity did not, however, generate 
substantial new hotel construction. Hotel owners 
still recalled the serious decline in occupancy that 
followed the boom of the twenties, and were skeptical 
3 
of the duration of the current surge of business. 
Moreover, war-time restrictions on materials and labor, 
which had been enacted to facU.itate military production, 
limited severely non-defense construction. 7 Any available 
funds for facilities were invested in modernization 
t I t t 8 
of ex1.st1.ng propert1.es, not new construct1.on. 
One hotel of major significance, however, was 
constructed during the War. The plan and facilities 
of the property reflected an interest in catering to group 
business by the hotel company. While certain traditional 
features were retained, the introduction of facil.ities 
specifically designed for large groups marked the beginning 
of the development of the modern convention hotel in 
America. 
HOTEL STATLER, WASHINGTON, D. C., 1943 
The construction of the Hotel Staler (figs. 3-5) 
was a notable event in view of war-time restrictions 
on domestic production.
9 
Even more surprising was 
the inclusion of extensive meeting facilities at the 
expense of additional guest rooms. By 1943, there was 
4 
a severe housing shortage in the capital due to the 
influx of new government and military employees. The 
only other hotels under construction at the time were 
apartment hotels, designed as temporary residences and equipped 
, h b , , , , , 10 wit few pu lie or commercial facilities. 
It was not surprising that the developer of 
the project was Hptels Statler Company. The policy 
of constructing new hotels instead of acquiring existing 
properties had been established by E. M. Statler in the 
early twentieth century and was still practi.c?.ed by his 
successors. 11 Other hotel operators of the early forties 
preferred to buy old hotels and modernize them to avoid 
the expense and problems of new construction. Conrad 
Hilton's comment at the time reflected the prevailing 
attitude, '' •• obuilding a hotel is such hard work. I 
don't know if I want to work that hard." 12 Later Hilton 
and others were delighted to work that hard, but in the 
early forties, only Statler directors pushed ahead with 
new construction. 
The Hotels Statler Company was aware of the changes 
in the nature and amount of hotel occupancy brought about 
by the War and was anxious to take full advantage of 
5 
the situation. In 1942, the president of the company, 
Frank A. McKowne, defining the role of hotels, explained: 
••• well-managed hotels are particularly on the 
alert to serve their guests traveling on military 
or other government business ••• many are specifically 
aiding the United Service Organization by providing 
headquarters for members of our armed forced on 
leave, turning over ballroom space for dances and 
other entertainment ••• Many hotels are housing men and 
women who are being trained for specialized war work; 
and many are accommodating large groups which have 
to move across the country for various reasons 
connected with the war activity.13 
The statement may have been intended to sound patriotic, 
but its content implied McKowne•s understanding of the 
economic potential of the new business. 
The interest in capturing group business 
contrasted sharply with the attitude of the company 
twenty-five years earlier. Group business then was 
considered a serious disruption of normal operation, 
" ••• the periodic invasion by seven-day locusts of America 
- the unnumbered trade conventions, clubs, and societies 
which fill the rooms to overflowing for a week and then 
disappear leaving the hotel almost deserted." 14 Statler 
directors revised their thinking as soon as the new 
opportunities were apparent. 
6 
The program for the hotel was determined after 
the company had discovered that there was a potential 
demand for convention facilities in the nation's capital. 
The owners predicted that the growth of the convention 
business in the post-war period would justify the 
expanded meeting facilities and limited number of 
guest rooms. This reasoning was later noted by J. w. 
Root, son of one of the architects of the building, 
" ••• designing the Washington Statler to provide convention 
facilities ••• had to be done at some sacrifice to the 
number of bedrooms which the city itself could support ••• 
but it was an advantageous sacrifice in view of the 
highly profitable conventions attracted to Washington and 
thus to the Statler." 15 
Holabird and Root, architects of the Statler, 
were an established Chicago firm with experience intra-
ditional hotel design. Successors to the original Holabird 
and Root firm of the Chicago school, the designers still 
~ 
demonstrated an awareness of progressive ideas, and were 
prepared to incorporate innovations where required by 
17 the program. 
7 
Serving large groups with maximum efficiency was 
an underlying principle of the Statler plan. Public 
and commercial areas were located on one side of the 
ground floor and registration was on the other. The 
meeting facilities were placed on the second floor. 
Guest rooms filled all the floors above the second. 
Most important for h:tndling large groups was 
the scale and layout of the convention facilities 
(fig. 4). Meeting space included three Large ro0ms, 
two of which were convertible to a single space. They 
were designed to accommodate up to 1500 diners, a greater 
dining capacity than offered by any hotel built in 
Washington since the twenties. Three additional 
meeting rooms and five small private dining rooms 
expanded the banquet capacity. The rooms were equipped 
with a public address system of the latest design and 
outlets for electric, steam, and gas power to 
facilitate commercial exhibitions. 
Entrances were arranged to separate motorists 
from pedestrians, hotel guests from banquet guests, 
diners from shoppers. A partially-covered driveway ran 
along the back of the hotel allowing guests arriving by 
8 
car immediate access to the registration area. Restaurants 
and bars were placed at the front of the hotel and were 
thus segregated from registration. At this side was 
a pedestrian entrance and a spacious, two-story 
vestibule, "Capitol Terrace" (fig. 5), designed to ease 
group circulation and allow social interaction at the 
entrance to dining and drinking facilities. Shops were 
located along one side of the building, accessible from 
both entrances. 
While the plan and facilities of the hotel were 
innovative, the style of the building was not. In 
spite of its light steel construction, the structure appeared 
to be a masonry structure because of its limestone and 
granite facade (fig~ 3). Rows of small square windows 
pierced the solid surface accentuating the bulkiness 
of the form. 
The massing of the building was symmetrical with 
a tower at the back of the property and four wings 
projecting from it. Admittedly, the plan was devised 
to allow light and air to enter all guest rooms, but the 
solution seemed outmoded for the fo~ties. In fact, the 
form of the building was reminiscent of hotels built in 
the first decades of the twentieth century (fig. 6). 18 
9 
With the exception of window lintels and some' 
non-functional balconies, the wall surface was devoid of 
ornament. While this lack of applied decoration was one 
aspect of the International Style as defined a decade 
earlier by Henry-Russell Hitchcock and Philip 
Johnson, the feature was more likely the result of 
war-time restrictions on material and labor combined 
with the Statler policy of cutting costs at every 
. 19 opportunity. 
The overall plan and style of the Washington 
Statler, based on formality and symmetry, contrasted 
sharply with buildings ~epresenting the-International 
Style. Because of its masonry walls and square openings, 
the structure was defiined by its mass, rather than by 
its volume. The Washington Statler had more in common 
with apartment houses and public housing projects of 
the day than progressive designs of the modern movement. 20 
Architects found much to criticize in the buildingo 
They considered the design a poor compromise between tra-
ditional and modern, demonstrating "concessions ••• made to 
the standard Washington concept of 'architecture,'" a 
concept apparently disliked by avant-garde designers of 
10 
the day. 21 The contrast between the idealists and the 
practitioners of contemporary building was further 
demonstrated by a hotel proposal published the year 
the Washington Statler opened. 
HOTEL PROPOSAL FOR SYRACUSE, NEW YORK, 1943 
The proposal for a hotel, carried out in the 
same year as the construction of the Washington Statler, 
demonstrated the approach of two progressive architects 
h b h d , 22 h d tote pro lem of modern otel esign. Te propose 
design (figs. 7-9), a steel and glass tower with a 
broad base, displayed modern design techniques in con-
trast to the masonry-faced mass of the Washington Statler. 
The plan of the public spaces and meeting areas, however, 
had features in common with the Washington hotel. 
Arranged for the accommodation and circulation of large 
groups, the plan reflected an acknowledgement of the 
importance of group business. 
Experimental proposals for future projects were 
d ' h ' d 23 h ' numerous uring t e War perio. Te improvement of 
American businesses, though based on defense production, 
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gave hope for a boom in the domestic economy after the 
War. With the possibility of renewed construction 
activity in the near future, architects began planning 
buildings for the post-war period. Since the proposals 
were generally design exercises and not realistic plans, 
architects used the opportunity to experiment with technical 
advances and new concepts of style that had been ignored 
during years of more active production. 
Oscar Stonorov and Louis Kahn, two architects 
who had worked together in the office of George Howe, 
were responsible for the hotel proposal of 1943. 24 
Published in Architectural Forum's "New Buildings.for 
194X," the project was one of a series of designs for 
urban buildings presented as an imaginary redevelopment 
scheme for Syracuse, New York. Other architects par-
ticipating in the exercise· were among the most imagina-
tive and well-respected in their profession at that 
. 25 time. 
Designers were given flexibi~ity in planning their 
projects since the scheme was not expected to be adopted 
by the city of Syracuse. But it was required that 
each building be designed to integrate in appearance 
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and function with the entire plan. A~so;, it was 
stressed that each building should provide some benefit 
to the community. 
Stonorov and Kahn defined the hotel as a place 
for " ••• comfortable sleeping, eating, drinking, meeting 
people, banqueting, meeting in committees, and conferring ... ," 
providing " ••• special services such as laundry, tailoring, 
. h . 26 parking, ands opping." In addition, they determined 
that the design should " ••• give expression to what this 
type of hotel has become in the last fifteen or twenty 
years - a center for commerce and industry. 1127 
While the architects• interest in serving groups was 
similar to that of the Statler.directors, the reasoning 
of the former was based on community benefit, rather than 
on financial gain, perhaps a reflection of the architects' 
background in urban planning. As an ideal proposal, 
rather than working drawings for a project to be executed, 
the plan was not limited by economic realities. Therefore, 
Stonorov and Kahn used the opportunity to express their 
principles of urban design: 
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The hotel is the number one advertisement of the 
city. Therefore it should be something of a community 
enterprise ••• the design of the hotel for a city of 
70,000 represents a challenge to the modern architect 
who has become conscious of his role as planner and 
engineer of civic expression. Architecture in-
fluences people in the sense that it guides their 
behavior and gives form to their aspirations. 28 
The plan of the site was based on such concerns. 
Set back from the street, the guest room tower was 
designed to allow ample light to the rooms and a 
spacious development of the grounds, important features 
in a crowded downtown area., Included would have been 
parking for the maximum number of hotel guests and 
additional patrons as well. One entrance was designed 
to relate to the pedestrian mall that was proposed 
as part of the total Syracuse scheme. This type of 
public amenity rarely appeared in commercial developments' 
until the late fifties, when such features were considered 
to be financially beneficial to a project. 
For the structure, the architects proposed a steel 
frame, the center columns to support the weight of the 
floor and interior partitions and bear the pressure of 
the wind as well. The system was designed to free the 
exterior columns from any major load-bearing function, 
allowing a flexible arrangement of fenestration am wall 
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area. In the case of this project, the similarity 
of proposed features to principles of the International 
Style was not coincidenta1. 29 
The base of the building was divided into three 
sections: a three-story ballroom wing; the lower stories 
of the tower; and a two-story structure connecting the 
tower to the wing. The arrangement of windows and surface 
materials of the three sections was determined by 
activities planned to:'take place inside. on the second 
level of the connecting structure, for example, broad 
horizontal fenestration was designed to allow light to 
enter the meeting room inside, The ballroom wing was 
defined by a .solid wall surface with narrow windows only 
where needed to light dressing rooms and service areas, 
Most imposing was the guest room tower, The two 
broad sides of the structure included six bays of 
guest rooms divided vertically by narrow unbroken strips 
indicating the location of the structural pier beneath. 
The horizontal division was made by sunshades above the 
windows and a spandrel of brick below. The recreational 
and service facilities on.the roof were clearly indicated 
by structures which housed them. 
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The form of the building may be placed 
firmly within the context of the modern movement. 
Its structure, steel frame and curtain walls, was related 
to Mies van der Rohe's proposals for office towers in 
the early twenties; the horizontal facade of the hotel 
project resembled the concrete office block proposal of 
h t ' 30 t e same 1.me. The refinement and simplicity of the 
design mirrored the Miesian approach to design in 
the forties and fifties, reflected in the buildings of 
the Illinois Institute of Technology (1943-1956) and 
th Ch , t t b 0 ld 0 31 e 1.cago apar men u1. 1.ngs. Some of the features 
seemed to derive from Le Corbusier•s vocabulary of 
design, including masonry end walls, the rooftop recreation 
area, and the organization of masses into a main block 
and subsidiary structures, elements found in the Swiss 
Pavilion (1932), for example. 32 The similarity of the 
Stonoirov/Kahn proposal to the future-Lever .House (1952) 
by Skidmore, Owings and Merrill, an important early glass 
and steel building planned as. a base ·and tower, was re-
markable as we11.
33 
That the hotei proposal of 1943 was related to 
monuments of the modern movement, both preceding and 
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following publication of the project, could. be attri-
buted to Stonorov's education in progressive architecture 
d K h ' d . ' ' h t h' ' 
34 an ans gra ual conversion to it int e la et irties. 
What is more difficult to explain in the project's place 
in the development of the modern hotel. During the 
forties, few hotels co~structed had any features in 
common with the Stonorov1~ahn proposal. But in the 
fifties and thereafter, the guest room tower and the 
public area base became the most common solution to 
the hotel design problem. The fact that Stonorov and 
Kahn discovered this arrangement before any established 
hotel architects must be attributed to their combined 
skill in Planning and organization, and a great deal 
of intuition. 
Had the project been a realistic proposal and 
not part of a design exercise, the desig would 
probably not been acceptable to a hotel company. There 
were problems in the details that would have inhibited 
efficient operation. The lobby would have lacked ade-
quate circulation and lounge area for an urban hotel. 
The registration area, located around a corner from the 
main entrance (fig. 8, #6), would have been inaccessible 
to new guests. The entrance off the pedestrian rra.11 
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led through the seating area of the restaurant, 
discouraging passage of potential hotel patronso 
Such difficulties were not critical, but they reflected 
a limited understanding of the fundamentals of hotel 
operation, a factor that would have discouraged 
even the most enterprising hotel developer from 
hiring progressive architects to design a new property. 
Hotel design during the transition from traditional 
building methods to innovations of the modern movement 
was a complex problem. Architects could update 
features in small buildings with relative ease. But 
in a large and complicated structure, such as a 300-room 
hotel, t.he designer and his client of> this -period 
generally found it more expedient to depend on existing 
models rather than risk producing a costly failure. 
Several years passed before progressive architects had 
the opportunity to design a major urban hotel, and when 
it occurred, the project was not without its problems. 
TERRACE PLAZA, CINCINNATI, 1948 
The Terrace Plaza in Cincinnati (figs. 10-13) 
was the first major urban hotel in the United States to 
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be opened after the War. 35 The Plan of the hotel did 
not include extensive meeting facilities as the Statler, 
but it was arranged with the convention business in mind. 
Its construction dim not demonstrate structural advances as 
did the Stonorov/Kahn proposal, but the project intro-
duced a new way of combining hotel facilities with 
other commercial enterprises, foreshadowing the multi-
use projects of later decades. 
The hotel, under construction by December 1946, 
was the project of the real estate company, Thomas Emery's 
Sons, Inc. Comprising a city block in downtown Cin-
cinnati, the lot had been purchased in 1943 and was con-
sidered prime for development when the War ended. In 
1946, ground-floor space was leased to two retail stores 
with the understanding that a high-rise structure would 
be built above it. 
In order to devise the best possible scheme, the 
owners presented the problem to several architectural 
firms. 36 One young and aggressive firm, Skidmore, 
Owings and Merrill, offered a plan that appealed to the 
owners. 37 It was a hotel of about 300 rooms with limited 
dining and meeting facilities, designed to supplement 
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the guest room space of the 800-room Netherlands Plaza, 
a large pre-war hotel in downtown Cincinnati (fig. 11), 
also owned by Thomas Emery's Sons. The older hotel was 
already serving a sizable convention business in its 
ballrooms and dining rooms and could benefit from 
additional overnight guest capacity. 
The owners considered the firm's lack of experience 
in hotel design as an advantage. As real estate men 
who happened to own a hotel, the developers had their 
own ideas about hotel design and felt the young firm 
would be flexible in adapting innovations to the project. 
The hotel and retail stores were organized in the 
form of a base and a tower (fig. 10) but with great 
differences from the Stonorov/Kahn proposal. Rising 
seven stories in order to accommodate the large-scale 
retail operations, the base was massive. At the eighth 
level, the architec~s used all the required setbacks, 
amounting to one foot per every four feet of elevation -
above the seventh story, to create a terrace around the 
perimeter of the building. Above rose the.nine-story 
tower.for the hotel operation. 
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Most of the space in the seven-story base 
was allotted to J. c. Penney Stores, occupying 
all seven levels on one side of the building. Bond 
Clothing Stores rented the first five levels on the 
other side. The remaining space was to contain offices, 
showrooms, and a broadcasting studio. 
The entire tower was occupied by the hotel. 
In addition to the outdoor terrace, the eighth floor 
was arranged to include the lobby, registration area, 
bar, dining room, exemtive offices, and kitchen (fig. 12). 
The narrow proportions of the building required an 
efficient handling of space. The architects treated the 
entire floor as one space and divided it into functional 
sections by furniture arrangements and screen Partitions 
(fig. 13). Guest rooms and suites filled the nine 
stories above, crowned by a penthouse level with a small 
restaurant and terrace. 
Designing the fenestration and facade detail to 
meet the needs of all the buildings occupants and satisfy 
the tastes of the owners was not a simple task. Penney 
representatives wanted large spaces without windows for 
their department store operation. Bond's had similar 
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requirements for its upper stories, but needed two-story 
display windows below to fit into the scheme of the 
interior designer, Morris Lapidus. 38 On the other. 
hand, the hotel required broad bands of fenestration for 
public areas on the eighth floor and rows of separate 
windows, each two bays wide, for the guest rooms above. 
The resulting design was a massive base surmounted 
by a narrow tower, described as a "multi-windowed 
hotel resting upon what appears to be a monolithic 
39 pedestal." 'The monolithic effect was emphasized 
by the pattern of the exterior wall surface. The 
material was pale yellow brick, made of clay native 
to the midwest, which was molded to be twice the length 
of st~~dard brick. The bricks were laid with their 
vertical joints aligned, creating a textured appearance 
to the surface that bore little resemblance to standard 
brick construction. 
One awkward feature was the entrance to the hotel. 
In order to reach the lobby, one entered at ground 
level between the two stores, passed through a narrow 
foyer to a bank of elevators leading to the hotel above. 
The indirect nature of the entrance discouraged potential 
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hotel guests from entering the space. While 
doorways in hotels of later years did not necessarily 
become larger or more monumental, the entrance foyer 
did change dramatically. 
·Another notable feature of the project was the 
participation of the architects in planning the interior 
design. s.o.M. assumed responsibility for the total 
design including furniture, lighting, carpets, 
and ranging to the smallest details such as tableware, 
linen, key tags, and even soap wrappers. 40 The archi-
tects used the opportunity to introduce works by well-
known artists in the public areas of the building. 
Adding a lively note to the spare lobby was a mobile 
by Alexander Calder (fig. 13). A mural depicting Cin-
cinnati in a humorous light by Saul Steinberg adorned 
the eighth floor restaurant, and an abstract wall mural 
by Joan Miro was created for the rooftop dining room. 
Since the hotel did not include conference and 
banquet rooms, it could not be considered a convention 
hotel. But it was designed with the accommodation of 
conventioneers from conferences at the Netherlands Plaza 
in mind. Less·than _ten years after the hotel opened, 
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a series of guest rooms were converted to meeting 
41 rooms. By 1976, meeting facilities could accommodate 
over 600 people. 
Regardless of the problems of entrance design 
and the initial lack of meeting space, the Terrace 
Plaza represented the most original example of hotel 
architecture in a non-resort city in the late forties. 
As an urban high-rise combining retail, office, and 
hotel facilities, the building foreshadowed future multi-
use projects. There was no immediate development of 
the concept. The vertical multi-use project was 
still considered a rarity by architectural critics as 
h 'd . t' 42 late as t e mi -six ies. With the construction of 
the John Hancock Tower in Chicago in 1969, the architects 
of the Terrace Plaza demonstrated the concept in its 
extreme. 43 
The other aspect of the project that reflected 
future trends was the participation of progressive 
architects in the project, in all phases of development 
from conception to the design of the interior decor. 
This was unusual for a large hotel project of the 
late forties. Most hotels at that time demonstrated 
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traditional hotel principles, appearing no more modern 
than the Washington Statler of 1943, and occasionally 
resembling hotels built before the War. 
SHAMROCK, .HOUSTON, 1949 
Houston's Shamrock (figs. 14, 15) was the 
h . t d ' ' h h · d 44 arc typical ra itional otel oft e post-war perio. 
Symmetrical in massing and plan, designed at a great 
scale, the hotel was intended to exude the grandeur of 
. . 
the famous pre-war hotels.· Unlike such palaces as 
. . 
the Waldorf-Astoria or the Rice Hotel in downtown Houston, 
however, the Shamrock was located on the outskirts of 
town,. designed on the basis of several outdated styles, 
and generally considered to be an awkward and inelegant 
structure. 45 
The project was the dream of Texas oilman Glenn 
McCarthy, who had desired a hotel that would be larger 
and more fantastic than any built in Houstono Dedicated 
on St. Patrick's Day, 1949, with great fanfare and a bevy 
of Hollywood stars, the Shamrock was ideally suited to the 
. h 46 entrepreneur's wises. 
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Inside the hotel was the largest 
night club in the city, 103 feet square, while outside 
was installed a swimming pool which, at 165 feet long, 
was the longest hotel swimming pool ever built. 
The style of the building was intended by the 
designers to be the epitome of architectural fashions 
to date. The management labeled the decor, " ••• Modern 
Romanesque ••• which combines strength with dignity 
but avoids stodginesso •• International Modernfi.rhichJ 
combines the best design from every country and culture 
with clean simplicity of the modern trend to produce a 
47 theme that will never.be-dated." Inside, there were 
" ••• evidences of Grecian, Regency, and Empire influences 
blended with designs of modern trend from Italy, France, 
China, and England ••• all fused into a refreshing new 
48 
theme." 
Stylistic references of the hotel building were 
numerous. The green peaked roof rising above elongated 
openings (fig. 14) was reminiscent of Moderne skyscrapers 
of the late twenties as, for example, the Koppers Building 
in Pittsburgh. 49 Crowning the roof, the original neon 
sign "SHAMROCK" was typical of post-war commercialism. 
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Evidence that the International Style was not forgotten 
appeared in the windows that wrapped around the corners of 
the building's wings. For most architects, the hotel was 
a confusion, not an amalgam, of traditional and modern 
features, unacceptable to either school of thought. 
To the architects at the annual meeting of the 
American Institute of Architects being held at the 
hotel at the ~ime of the opening, the building and 
. 50 its decor were preposterous. k writer for Architectural 
Forum suggested that the hotel provided Houston with 
what it was lacking, " ••• a really lavish standard of 
public living, ·-di~ing, _and entertainment. o .with green 
architectural. frosting." "We have got the kind of 
buildings we deserve," remarked Frank Lloyd Wright. 
Another architect mused, "I always wondered what the 
inside of a juke box looked like." New hotels had a long 
way to go before meeting the standards of the architectural 
profession. 
27 
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46. A Hollywood version of the opening may be seen in 
the film Giant (Warner Brothers, 1956) in which a 
poor ranch hand (James Dean) turns oil baron and 
builds a magnificent hotel for himself. The story 
was based on a novel by Edna Ferber which, it is 
said, was based on the life of the first owner 
of the Shamrock, Glenn McCarthy. 
47. "Shamrock," p. 11. 
48. Ibid. 
49. See Van Trump and Ziegler, Landmark Architecture, p. 56. 
50. "Shamrock," p. 11. 
34 
2. PLANNING FOR GROUPS, 1950-1956 
In the early fifties, the improvement of the 
American economy affected domestic travel, and conse-
quently the hotel industry. 1 Renewed business activity 
along with expansion and diversification of American 
corporations increased travel between cities. More 
frequent and longer vacations encouraged tourism. 
American mobility in general was facilitated by the 
growth of the airlines and automobile travel. As a 
result, the American public, traveling more often and 
for longer periods, requ_ired many more hotel rooms. 
Accustomed to modern conveniences at homes and offices, 
families and salespeople expected up-to-date transient 
accommodations as well. 
The demand for new facilities was met in part 
by the rapid construction of motels along highways 
d h ' ' ' 2 an on t e outskirts of cities. The earliest motels 
offered simple accommodations at low rates that budget-
minded travelers preferred. Hotel owners responded to 
the competition by modernizing their facilities. Air 
conditioning, television, parking garages were included 
wherever possible. Public areas and guest rooms were 
refurnished with modern decor. 
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What was n.eeded was a more effective way for large 
urban hotels to compete with motels. While motels were 
adequate as resting places for some travelers, they had 
neither the location nor the scale suitable for conventions, 
which were increasing steadily in number in size. The 
large urban hotel that could offer convention space 
in addition to modern facilities had an edge on the 
t ' ' 3 compe 1.t1.on. Few companies, however, could provide 
both without new construction. 
One major chain, the Hotels Statler Company, was 
prepared to. build new properties. While .other large 
companies preferred acquisition of old hotels ·to expand 
their chain, Statler management insisted on new ·con-
struction, following the precedent set at the Washington 
d ' 4 Statler a ecade earlier. 
In order to minimize the risk of the investment, 
Statler financed new- construction with profits from 
existing Statler hotels, not company capital nor high-
interest loans. Moreover, plans were made final only after 
innovations in previous properties had been·thoroughly 
tested. With this cautious approach, Statler opened 
three new hotels in urban areas between 1950 and 1956. 
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A new hotel was completed every two years, the design 
of which was based on features introduced in earlier 
properties. 
During the course of construction of the three 
new properties, a series of design principles applicable 
to new Statler hotels evolved. Plans should incorporate 
new structural and mechanical techniques to the extent 
that they improve hotel operation. Facilities should 
be adapted to the new requirements of the traveling 
public, particularly with regard to modern conveniences. 
Decor should appeal to contemporary popular taste. At 
the same time, features of extravagance such as spacious 
lobbies and expensive furnishings should be reduced to 
a minimum. The basic guidelines proved useful to other 
hotel chains in the decade to follow, and Statler 
hotels became models for numerous new properties. 
Ironically, the three Statler hotels were the 
last the company would build. Before completion of 
the third, the company was sold to a young and growing 
chain, Hilton Hotels Corporation. 5 Conrad Hilton had 
a different view of the importance of luxury and elegance 
than the chain he arranged to purchase. Nonetheless, 
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the basic Plan and features established in the early 
fifties by the Statler organization were critical for 
most new hotel construction in the post-war period~ 
STATLER CENTER, LOS ANGELES, 1952 
For Statler Center in Los Angeles (figs. 16-18), 
the company hired the firm responsible for their 
Washington hotel, now changed to Holabird and Root 
6 and Burgee. The architect in charge was William 
7 
B. Tabler. Tabler had participated in the Washington 
Statler project as field superintendent. Later he 
served as construction officer in the Navy during 
which time he expanded his background in practical 
pl~nning and structural design. Returning to the firm 
in 1946, Tabler was asked to make a study of all Statler 
p~operties and propose plans for their renovation. The 
thoroughness with which he carried out the survey and 
the effectiveness of his solutions led to his assuming 
direction of the Los Angeles project. 
Before Tabler's involvement, a design had been 
worked out by other members of the firm. Published 
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in 1946, the original scheme was a 1400-room hotel of 
glass and steel, with five wings spread over the 
city-block site, 8 Contemporary in design, the building 
was surrounded by landscaped terraces set back from the 
sidewalk, Broad areas of glass would have enclosed the 
ground floor, alternately projecting and recessing 
from the building mass, The plan included horizontal 
bands of fenestration on the facade and continuous spandrels 
extending from the end ~alls to form protected balconies 
for the suites. For the Wilshire Boulevard entrance, 
there was planned a glass projection protected by a 
broad canopy of concrete, curving gracefully at each 
corner, The proposed design, however, was far too 
expensive to build by the time construction was ready to 
begin, Tabler was asked to revise the plan to rrake the 
pr~ject economically feasible and more profitable as well, 
Tabler made majcrr changes in the structure and 
exterior design to cut construction costs. 9 The steel 
frame was abandonned in favor of steel with reinforced 
concrete that would be less costly to construct, Areas 
of glass were substantially reduced and in some areas 
replaced with concrete block. The long ribbon windows 
were changed to be separate rectangular openings, 
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surrounded . '.by 'n_arrow·, framing at the lintel and two 
sides with a somewhat heavier protrusion at the top 
(fig, 17), While the result was a textured facade with 
lively play of light and shadow, the format had much in 
common with the surface treatment of the Washington 
Statler with its projecting frames and courses. 
With the removal of the corner balconies, the sweeping 
lines of the facade and contemporary silhouette was lost. 
At the base, the terraced glass form was replaced 
by a simple flat wall, flush with the building mass 
above, and installed with display windows of standard 
proportions (fig, 16), These and other changes were 
made, not only to save money, but to provide better 
resistance against possible earthquake forces, 
In order to increase the potential prDfit from 
the development, Tabler converted the Figueroa Street 
wing from hotel guest rooms to office rental space, 
By securing long-term leases from office tenants, the 
hotel could be assured a reliable source of revenue during 
periods of low occupancy. The arrangement was based on 
that of the Boston Statler of 1927 (fig, 19), which had 
, · 10 
been designed to include an entire section for office space, 
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Tabler had to broaden the wing by two bays in 
order to create large areas of uninterrupted space 
suitable for office use. This resulted in a somewhat 
bulkier form for the building, less impressive than 
the original design, but the project was far more 
profitable as a result. 
Entrances were redesigned as well. Access to 
the hotel was improved by relocating the entrances 
from Wilshire Boulevard and Seventh Street off the 
street. Public sidewalks were realigned along the 
short drives to benefit guests on foot and attract 
walk-in traffic as well. Along· with the cranges came 
the removal of the glass projection and canopy at 
the Wilshire Boulevard entrance and its replacement 
by a small awning with Statler marquee resting on thin 
poles (fig. 16). 
Revisions were made in the mechanical systems 
also. All the air conditioning equipment was placed 
on a level immediately above the ballroom. The change 
enabled a single system to treat the air of the entire 
building. Its placement between the top public floor 
and the lowest guest room .floor helped provide effective 
sound insulation as well. The fan gallery was 
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identified on the exterior by a row of ventilation 
screens which were the size and shape of the guest 
room windows. 
By mirroring the appearance of the building's 
windows, the screens created a subtle division be-
tween public floors and private guest room levels. 
Because of its practical value and its potential for 
a direct form of symbolism at the same time, the 
feature was in line with functionalist theories of 
the day. There was no doubt that the building demon-
strated a "strict adaptation of form to purpose" 
which Edward De Zurko described as the "guiding 
principle by which to measure the beauty of architecture. 1111 
It was a design that could be explained on the basis of 
"logical or economical.grounds" rather than "aesthetic," 
an aspect of post-Bauhuas functionalism as defined by 
12 Reyner Banham. Tabler' s concern, however, was the·. 
practical value of specific design features, not their 
potential for classifying the architecture as functional. 
Arranging the interior Plan for maximum efficiency 
was more complex than relocating entrances and fans. 
Because of the trapezoidal shape of the site, a formal 
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layout similar to that at the Washington Statler 
would have been impossible. The sloping contour of the 
land required that major entrances be on two levels, 
not one, suggesting two floors of public space. 
Settling on the solution of two public floors, 
Tabler differentiated the levels by the type of 
facilities to be placed on each. The lower story, 
which was the closest to the city's retail district, 
contained most of the shops and a cocktail lounge. The 
floor above included registration, restaurants and bars, 
and a few shops with the added feature of an enclosed 
courtyard with small swimming pool. Connection between 
the levels was provided by escalator. 
·Offering a modest amount of vegetation and some 
sunlight, the courtyard (fig. 18) was in the midst of 
public and commercial facilities, linked to the inside 
by floor-to-ceiling windows and sliding doors. Though 
small in space and little-used, the courtyard arrangement 
reflected the architect's familiarity with concepts of 
open space and interconnection between interior and exterior 
areas. The feature reappeared in Tabler's next hotels, 
and emerged later in an entirely different form,· 
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becoming an important ingredient of the modern hotel. 
The plan was notable for its open quality 
throughout the public floors, its large areas of un-
interrupted space, and minimum number of partitions. 
It was this openness, however, that caused problems 
in circulation. All types of guest traffic, shoppers, 
restaurant patrons, conventioneers, crossed paths 
at several points, not without some confusion. In.his 
~ubsequent hotels, Tabler managed to channel each type 
of traffic directly to its location. Later, hotel plans 
included a generous amount of cross-circulation, but for 
the purpose of promoting commercial concessions, not the 
case at the Statler Center. 
That the original plan was an awkward solution to 
a difficult problem was demonstrated by numerous 
alterations of these areas carried out long after the 
hotel opened. It was several years before the requirements 
of the modern hotel lobby were clearly defined. Meanwhile, 
William Tabler decided to use smaller and more efficient 
lobby plans for the next two Statler hotels. 
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Planning the convention facilities was less complicated 
than planning the lobby. All meeting facilities were 
placed on the third floor in an arrangement similar 
to the second floor Plan at the Washington Statler. 
The difference was that the amount of convention space 
had expanded in relation to the number of guest rooms. 
Moreover, the flexibility of the rooms had improved 
considerably. Providing adequate convention facilities 
was not a difficult problem since the functions of the 
rooms were easily defined, appropriate room capacity 
would be estimated, and later alterations were not 
impossible. 
After the completion of the Los Angeles project, 
Tabler and his clients made some revisions in their 
list of standard components for the modern convention 
hotel. •. Public space should be reduced to a minimum 
and designed to serve specific functions of registration, 
circulation, and commercial acitivity. Non-commercial 
space should be avoided sihce it could produce no~ 
revenue. Convention facilities should be extensive, 
even more so than at Los Angeles, the actual amount 
based on the potential meeting business of the property's 
location. With the revised standards, Tabler and Statler 
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Company approached the next project, a hotel that 
was intended to be the prototype modern hotel for a 
medium-sized city. 
HOTEL STATLER, HARTFORD, 1954 
In Hartford, the Hotel Statler (figs. 20-22) 
was conceived as a 455-room hot.el with facilities and 
, h , h , 13 services of a otel twice t e size. Included in 
the program was a selection of guest room types; dining, 
drinking, and entertainment facilities; fully equipped 
meeting space; and several thousand square feet of 
shops. Previous Statler hotels had offered all these 
features, but none of the properties had less than 
800 rooms. In such hotels, revenues from guest room 
sales alone could generally support the range of facilities. 
The problem for the architect of the Hartford Statler 
was to plan a medium-sized hotel that could generate 
the profit of a large one. 
William Tabler was commissioned as sole architect 
of the Hartford project, after he had demonstrated 
his expertise in replanning Statler Center in Los 
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Angeles. In order to make the project viable, Tabler 
cut costs to a minimum as he had done before, but went 
further to streamline the operation and increase 
potential sales. He designed the hotel so that every 
detail would be justified in terms of saving money or 
creating a profit. The bui~ing was considered to 
be an integral part of the operation, not merely a 
shelter for it. 
Of critical importance was the arrangement of 
space. Tabler reduced the dimensions of all areas 
by removing unused space and making double use of 
rooms with similar functions. On the ground floor, 
the entrance foyer, lobby, front office, and stairway to 
the mezzanine were treated as a single space. The 
result was a sense of openness, but without the waste 
of space as at Los Agneles. Circulation of guests was 
controlled by separating traffic at the entran::e so that 
conventioneers were led to the left, hotel patrons to 
the right. 
On the second floor, the commercial restaurant 
and the bars were located alongside the banquet facilities. 
Thus, both public and private dining could be handled 
by one kitchen, contrasting with other Statlers in 
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which four or more kitchens were needed for similar 
facilities. The dining room doubled as a supper club 
in the evening and bars were accessible to both restaurant 
patrons and banquet guests. 
Meeting facilities filled most of the second floor. 
Included was a main ballroom and adjoining assembly 
hall with provisions for one to four small dining rooms 
within the space. There were twelve possible arrangements 
of the rooms. Banquet capacity was 1200, about 70% of that 
of similar rooms at Los Angeles, a hotel more than twice 
the size of the Hartford operation. 
Retail space filled the ground floor, providing 
a dependable revenue for the operation. Stores 
were Placed around the periphery of the building giving 
each concession both on-street display windows and access 
from the lobby. The lounge area consisted of a few 
chairs and a couch .looking out on a small courtyard, 
included because of the popularity of its counterpart in 
Los Angeles. 
Building techniques for the structure required 
less costly materials and a smaller amount of each 
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material than at the Los Angeles Statler. Exterior 
curtain walls (fig. 20) were designed to be only two 
inches thick, the thinnest ever approved for a downtown 
high-rise building at that time. Approval was also secured 
for a minimum amount of plumbing installation and an 
unusually low floor-to-ceiling height, generating 
further savings. 
Other devices were introduced to benefit the 
operation of the hotel. Music was installed in 
service elevators to improve working conditions and:. 
reduce employee turnover, always a problem in hotels. 
Floors were laid out with exactly 34 rooms, the maximum 
number of rooms which two maids could clean per day, 
according to rules of the union. The most celebrated 
economy feature was the towel hook next to the bath 
tub, intended to encourage reuse of towels and to reduce 
the usage of the bath mat. Savings on laundering and 
replacement of linen supply were estimated by Tabler 
to be $7000 per year, or, as he explained, enough money 
to finance $100,000 worth of new construction. 
For interior decor, Tabler created inexpensive 
devices to add appeal to public rooms. He used a 
variety of lighting techniques to dramatize settings, 
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direct attention, and channel traffic through the 
hotel. To give the impression of continuous space, 
he used similar materials for furniture and wall 
coverings in adjoining rooms. The courtyara (fig •. 21) 
was enclosed by a glass lobby wall, a wall of the supper 
club, and the second story service bridge. Small 
in· area and adjacent to the entrance drive, the patio 
was an attractive feature, but one which was awkward 
to use. Tabler based the features of the interior 
decor on his conviction that the American public 
preferred minimal luxuries and low room rates to 
elegance and e~pen$e. 
The appearance of the Hartford Statler was 
clearly modern. Unlike the Los Angeles project, the 
hotel in Hartford reflected the most recent developments 
in the style of American commercial architecture. Or-
ganized on a rectangular grid format, the curtain wall 
of the tower bore a resemblance to the facades of Mies' 
h . b 'ld' 14 C icago apartment ui ings. Moreo.ver, the Hartford 
Statler was the first urban American hotel to clearly 
express the base and tower arrangement that had been pro-
posed by Stonorov and Kahn a decade earlier, a format soon 
to become commonplace in American cities. 
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The Hartford Statler was also important in that 
it provided Tabler with the opportunity to test design 
and planning innovations derived from experiments at 
Los Angeles. For the most part, they were successful. 
Many of the new devices proved effective in saving money 
while they were not unappealing to the guests. For the 
design, Tabler won approval from both hotel operators and 
architects. He also secured the commission from Statler 
for the company-'s next project. 
HOTEL STATLER, DALLAS, 1956 
Last in the series Of Statler hotels by William 
Tabler was the Hotel Statler built in Dallas (figs. 
23-24). 15 The project was unique in that the program 
for the hotel was outlined before the city or the site 
had been selected. The amount of space allotted to 
special functions, the plan of the buildings, the range 
of room types were determined in advance so that the 
new hotel could serve as the prototype large modern 
hotel for the chain. 
After the site in Dallas was selected, Tabler 
approached the design problem with a goal in mind: to 
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reduce the construction cost to under $10,000 per room, 
or less than $10,000,000 for the entire property, This 
had never been done in a large urban hotel in the 
post-war period, 
An innovative construction accounted for Tabler's 
success in reaching his goal, The structure of the 
hotel consisted of a double row of interior columns 
made of lightweight concrete aggregate, Eight-inch 
floor slabs were cantilevered from the inside columns 
in a manner which precluded the need for exterior 
columns. Poured so that both surfaces would be smooth, 
the floor slam needed only to be ·painted on the· under-
side and carpeted on top to serve as ceilings and floors 
for the guest rooms. The concrete slab structure had 
its historical~precedent in Mies' 1922 proposal for a 
concrete office bloc·k except that in the hotel design, the 
1 1 t ' 'b h 'd 16 structura e emen s were not v1.s1. le on t e outsi e, 
Lightweight curtain walls enclosed the buildingo 
As a combination of glass panes and porcelain enamel 
panels, they provided better insulation than would an 
all-glass curtain wall, The feature accounted for con-
siderable savings in the cost of operating the air 
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conditioning fans, estimated at 7¢ per square foot per 
year at the time. Reflecting a concern for economy, 
the consideration of energy expenditure also foreshadowed 
h . . d d 17 problems oft e "energy cr1.s1.s" two eca es latero 
Since partition walls were only two inches thick, 
conduits for air conditioning had to be placed on the 
exterior. Their appearance as thin vertical piers 
provided a vertical organization of the wall format 
in addition to serving a practical function. Reminiscent 
of the vertical I-beams in Mies' 860 Lakeshore Drive, 
which served only as ,an aesthetic feature, the piers stopped 
short above the base of the .building, confirming the 
1 t . 18 ack of struc ural function. 
The hotel was organized in a complex version of 
the base and slab (fig. 23). Here the base was amorphous 
in shape, filling the irregular-block-of the site. 
The guest room tower was Y-shaped in plan. Curving 
gently where the two main wings of the building met, 
the entire facade appeared to be curved, not angled 
as was, in fact, the case (fig. 24). With this form, 
the Dallas Statler resembled the widely published 
UNESCO Building, under con_struction in Paris at the 
t . 19 same 1.me. The differences be.tween the two buildings, 
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however, were great. The UNESCO plan was determined by 
its location at the end of a formal French boulevard. 
Its perfect Y-shape reflected an imposed formalism, 
which did not follow the existing block pattern in 
P . , t' 20 aris, nor create a new o~ganiza ion. The Dallas 
Statler, on the other hand, had a plan based on practical 
considerations, such as the amount of sunlight for each 
room, the type of views provided, the separation of 
public areas from private, guest areas from service. 
A closer European precedent would be Alvar Aalto's 
Sanitarium at Paimio (1929-1933), a multi-winged structure 
arranged for the diverse needs of the patients and 
staff. 21 
Convention facilities at the Dallas hotel were 
housed in a structure which stood between two of the 
building's wings (fig. 23). Reminiscent of the the 
arrangement of buildings at the United Nations with its 
great slab and detached assembly hall, the Dallas Plan 
was a refinement of the Hartford Statler, with its ballroom 
enlarged and removed from the main structure. Inside,. 
the ballroom was a great uninterrupted space in which the 
decor was minimal, reflecting a widespread trend, rarely 
challenged, in the post-war period. The room was aptly 
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described in a journal article as a "steel-framed, 
windowless, air-conditioned cube with specially 
designed cold-cathode tube lighting." 22 
If lounge area was abbreviated at Hartford, 
it had disappeared completely at the Dallas hotel. 
No seating area was provided, the entrances leading 
directly to elevators just inside the door, with 
immediate access to registration, restaurants, and meeting 
areas nearby. 
There was a courtyard and sculpture garden, however, 
demonstrating Tabler's concession to attractive decor, 
or perhaps an acknowledgement of the southern climate. 
Larger in area and somewhat more appealing than its 
Hartford counterpart, the outdoor terrace and other decorative 
features were not impressive to fellow architects: 
••• the lounge overlooks the sculpture garden which 
leads back to the supper club. Under stairs to ball-
roofil areas is a small clamshell fireplace trying to 
be both decorative and functional but not quite suc-
ceeding at ei~her.23 
At the Hartford Statler, commercial dining had 
suffered from its inaccessible location on the second 
floor, the savings in operating only one kitchen not 
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making up for the loss in business. It was determined 
that in Dallas the restaurants and bars should be placed 
on the ground floor as in traditional hotels. Two 
kitchens were thus required, one on each level, but 
their inclusion was justified by more efficient operation 
and better profits. 
Before construction was complete, the Statler 
chain was purchased by Conrad Hilton. Admiring such 
hotels as the Waldorf-Astoria in New York and the Palmer 
House in Chicago, Hilton had different views about hotel 
space and decor than those of the Statler Company. 
Construction of the Dallas property, however, was so 
far along that major alterations were impossible. Hilton 
did manage to make one change. A religious man, he 
supervised the conversion of one guest room to a chapel 
for "weary businessmen. 1124 
Except for the inclusion of the chapel, the 
Dallas Statler, soon named the Statler Hilton, was the 
embodiment of Statler and Tabler principles of efficient 
hotel design, the product of ten years.research and ex-
perimentation. In later years, the hotel suffered 
somewhat from its spare design, particularly after other 
hotels opened in Dallas with more gracious appointments. 
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In any case, the construction techniques, the layout of 
guest rooms and service areas, most features with the 
exception of the lobby provided models for other 
hotel companies in the next decade. 
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NOTES: 2. PLANNING FOR GROUPS, 1950-1956 
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·to 1957 (Washington, D. c.: u. s. Department of 
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58 
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3. NEW LUXURY FEATURES, 1940-1956 
In northern cities, new hotels in the forties 
and early fifties were scarce or, where numerous, 
they were rarely of exceptional design. At the same 
time, however, the amount, scale, and style of new 
hotels in a resort city, Miami Beach, were over-
whelming. The latest in modern luxuries and com-
fort were provided in many of the new properties. Each 
new hotel ·was given a form and -decor to overshadow··~ .. ::-
the previous properties. A few of these structures 
embodied stylistic principles of the modern movement, 
adapted in a unique way to hotel design. 
In the forties, Miami Beach was the site of 
much new construction. Real estate development in the 
area had suffered a depression in 1927, two years before 
the rest of the country, but had recovered early as 
well. 1 By the mid-thirties, there was a healthy amount 
of building activity and by 1940, construction was boom-
ing in spite of the country's increasing involvement in 
the War; 2 Forty-one hotels and 166 new apartment houses 
were near completion by the beginning of the 1940-1941 
tourist season, a record for the resort city. 
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With the exception of resort areas in the far 
west, Miami Beach was the site of the only non-military 
building boom in the country at the time. Unlike many 
resorts, the south Florida city had experienced con-
tinued popularity through the years of the Depression. 3 
This was due to ,a combination of diverse factors including 
the development activities of industrial tycoon Carl 
Fisher; the availability of the building material concrete 
at a time of great shortages; the investment of capital 
from France, Belgium, and Cuba because of the isolation 
of the resort area from the rest of the country. 4 In 
any case, the amount of construction was unprecedented 
in the city's own past, and accounted for important develop-
ments in hotel architecture. 5 
Miami architects practicing during these years 
enjoyed several commissions at once for large-scale 
hotels. Ambitious developers, generous financing, and 
a stretch of undeveloped oceanfront land provided optimum 
conditions for building production. Designers_ could 
experiment with a variety of techniques and styles for 
the new hotels. Some architects reworked themes of the 
twenties while a few designers introduced entirely new 
forms. 
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An example of hotel design based on traditional 
principles was the Tides Hotel of 1938 by L. Murr,ay Dixon 
(fig. 25). 7 The 100-room hotel was ten stories high, set 
back on both sides at the top stories. It was constructed 
of reinforced concrete stuccoed on the outside, a popular 
building technique in southern Florida at the time. 
The main facade was organized in a formal and symmetrical 
manner. A three-bay entrance was enclosed by a smooth 
frame and divided by two pillars flush with the wall. 
Although the floor plan (fig. 25) was notable for its 
informal arrangement of spaces, the building seemed 
dated, especially when compared to a Miami hotel built 
a few years later. 
SHELBORNE, MIAMI BEACH, 1941 
In the building boom of the early forties, one 
hotel was outstanding as a unique interpretation of 
the modern hotel. It was the Shelborne (figs. 26-29) 
by Igor B. Polevitsky and his partner, T. Trip Russell. 8 
Before designing the Shelborne, Polevitsky had built 
residences and small commercial buildings, which were 
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characterized by unusual structural and planning 
h ' 9 tee niques. The Lincoln Center Building (1938), 
located in Miami Beach's retail district four blocks 
10 from the ocean, was a good example. It combined three 
separate facilities, a hotel, a wing of shops, and a 
night club, in one building planned around an open 
court. Built of stuccoed concrete, as was the Tides, 
the structure was notable for its lack of applied ornament 
on the outside. Instead, bold graphics for the name 
of the building were painted directly on the surface. 
In anoither project, the Albion Hotel and Office 
. . . . 11 Building, more complex planning was required. The 
development also comprised three~:units1 -a hotel; a 
shop and office block; and a recreation area ~ith pool, 
patio, and restaurant. The small lobby opened directly 
onto a courtyard patio surrounded by terraces at dif-
ferent levels. The roof of the dining room served as the 
bottom of a swimming pool above. Broad areas of glass 
filled:wall surfaces, emphasizing the relationship be-
tween indoors and outdoors. 
The design problem for the Shelborne was similar to 
that of the earlier projects, but at a scale several times 
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as large. Projected for a narrow oceanfront lot, 100 
feet by 400 feet, the hotel was to contain 140 guest rooms 
and a full range of dining, lounging, and recreation 
facilities. 12 With ingenious planning, the architect 
was able to include all.the desired features, and 
give 110 guest rooms an ocean view as well. 
Constructed of steel, the Shelborne was one of 
the few new buildings in Miami Beach not built of 
reinforced concrete. Concrete was used, however, for 
the foundation, floor slabs, and, in an unusual manner, 
for the word "SHELBORNE" at the crown of the building 
(fig. 26). 13 
On the east side, the tower was characterized by 
horizontal bands of windows (fig. 28). By setting back 
the building one bay at a time on each side, the designer 
provided an ocean view for eleven of thirteen rooms 
per floor. The arrangement of horizontal fenestration 
separated by white spandrels of the ·.same dimensions 
recalled Walter Gropius• Bauhaus buildings of 1925, 
particularly the classroom wing. 14 The organization of 
the facade, with central section flanked by bays set back 
from the building line, resembled Gropius' later housing 
schemes, such as the Siemensstadt Siedlung of 1929. 15 
65 
At the base, a two-story window on the southwest 
was aligned with the west entran::e giving arriving 
guests a view through the hotel, presumably to the 
ocean beyond (figs. 28, 29). To the right, tha windows 
of the cocktail lounge were narrow and divided into 
small panes to allow minimum light inside, creating an 
appropriate lounge atmosphere. At the far right, the 
lower level of the dining room curved out beyond the 
wall of the building to provide diners with a view of 
the beach while the roof served as a sun terrace above, 
(fig. 28). 
The format of the west facade (fig. 26) reflected 
the variety of functions contained on that side of 
the building. Windows wrapped around the corners on 
the southwest to give corner rooms a glimpse of the ocean. 
Flat wall areas to the left enclosed structural supports 
and mechanical conduits, the three-paned windows serving 
to light service stairways. A broad stretch of glazing 
in the middle projected slightly from the wall, allowing 
rooms on the west the maximum amount of daylight possible. 
On the northeast, windows and glass-faced spandrels were 
set further away from the wall, wrappipg_ around the corner. 
The variety of arrangements of window and wall, determined 
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by functions within the building, was again reminiscent 
of the Bauhaus buildings by Gropius, in which each 
facade displayed a different format of plans and openings. 16 
Crowning the building on the west side were concrete 
forms which housed mechanical equipment. The historical 
reference here appears to be Le Corbusier houses and 
apartment blocks, where such forms were used to create 
. t t tt. 17 a priva e errace se ing. On.Polevitsky's building, 
however, the structures served a highly public role 
by supporting the tall concrete marquee "SHELBORNE" on 
the west and a neon sign along the south (fig. 26). 
The plan of the hotel (fig. 27) was impressive for 
its 1941 date. Fixed only by the few p~ints where columns 
were set and sections of outside wall, the arrangement of 
the ground floor demonstrated the flexibility and openness 
advocated by Hitchcock and Johnson a decade earlier, but. 
rarely faund in large-scale buildings of the thirties and 
early forties. 18 The lobby interior (fig. 29) displayed 
the same principles, featuring a free-standing stairway, 
floor-to-ceiling window wall, and spaces divided by 
furniture groupings and partitions, rather than walls. 
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In spite of the relationship of the Shelborne to 
Bauhaus designs and principles of the International 
Style, Polevitsky considered the building the result 
of the particular design problem. Explaining that his 
buildings were based on characteristics of site, climate, 
and people who would use the buildings, he has emphasized 
that he did not follow "anybody's credo, especially 
topnotch architects, 1119 
The reaction of fellow architects to the building 
seemed to confirm the statement. One of the few Miami 
hot.els published in Architectural Forum in the forties 
the Shelborne was praised as successful resort design, not 
as a demonstration of principles of the modern movement. 
The building was important in that it adapted elements of 
modern form to hotel requirements, and introduced new 
luxury amenities to hotel design, foreshadowing designs of 
the next decade in Miami Beach. 
MIAMI BEACH IN THE SIXTIES 
The early fifties marked the beginning of a period 
of intense competition among hotel builders in Miami Beach. 
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A rise in the convention trade supplemented tourism 
and the vacation business, and developers raced to build 
bigger and more fantastic hotel~ than their predecessors. 
The result was much speculative construction, hastily 
designed and erected, along with a few examples of 
exceptional architecture. Though rarely praised and 
often ignored by the architectural press in the fifties, 
these hotel buildings were important to the future 
transformation of the convention hotel in America. 
An example of progressive design at the time 
was the Sans Souci, built in 1950 by Roy F. France and Son. 20 
The appearance of the hotel was notable for its smooth 
white stucco surfaces, continuous ribbon windows, 
and tiled tower serving as giant marquee. Modern 
conveniences included air conditioning, self-service 
elevators, and a large parking garage. Two other hotels 
of the same year, the Saxony and the Sherry Frontenac, 
also reflected new solutions to old problems in their 
. b . . , h d 21 continuous alconies proJecting from t e faca e. 
In addition to modern conveniences, the innovative 
way to compete for business in Miami Beach was to offer 
extensive meeting facilities •. convention business could 
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provide a dependable revenue and, with the installation 
of air conditioning, income for the summer as well as 
the winter tourist season. Moreover, meeting facilties 
were the one feature that motels, currently competing with 
hotels for business, could not provide. 
Alterations carried out at the Shelborne in 1953 
demonstrated the trend. Designed by Polevitsky, 
the changes were intended to attract a sizable con-
t , b . 23 ven ion usiness. Included were expansion of the 
lobby tiD 'allowt:large groups to socialize; construction 
of a 75-room addition to increase group capacity; 
installation of air conditioning in the original tower 
to enable year-round operation; and creation of a cabana 
club on the beach to improve the public appeal of the 
property. 
FONTAINEBLEAU, MIAMI BEACH, 1955 . 
With the construction boom along Collins Avenue 
in the early fifties, a new hotel had to be dazzling to 
attract attention. Morris Lapidus' Fontainebleau (figs. 
30-35) was just that. 24 It became at once the most 
popular hotel on the beach. 
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Before the fifties, Lapidus had designed shoe 
stores and speciality shops, ranging from Art Deco 
settings of the iate twenties, such as the Parisian 
Bootery in New Yor·k ( 1928), to slee·k, all-glass showcases 
of the late forties, such as the A, s. Beck Shoe Store 
in New York (1949). 25 The commercial designs were 
characterized by curving surfaces, wide entrances, 
bending walls, coved ceilings, dramatic lighting, 
and supergraphics. Floor plans were conceived to 
channel shoppers around displays, toward counters and 
rac·ks of merchandise. 
·Lapidus had approached these projects from the 
point of view of marketing their products. Architecture 
was used as a device to attract customers, cater to 
their whims, and encourage sales. The experience 
of creating commercial designs ?ased on the wishes 
and habits of the American public was a u_seful background 
for designing Miami hotels, one that -contrasted sharply 
with that of the architect's contemporary, William Tabler. 
The Sans Souci was the site of·Lapdius' first 
experience in hotel design. Owner Ben Novak, aware 
of the architect's flair for designing commercial spaces, 
had recruited Lapidus late in the. project to add some 
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excitement to the hotel design. Pleased with the 
results on the Sans Souci project, as well as Lapidus' 
-
later work on the Algiers of 1952, Novak commissioned 
the architect to design a great hotel for the site of 
the old Firestone estate. 
The name for the hotel "Fontainebleau" preceded 
the· design. Impressed by the popularity of other 
Miami hotels with French or French-sounding names, whether 
in a French style or not, Novak decided to capitalize 
on the concept. For the style, he wanted something 
that would evoke romance and glamour of a fantasy world. 
He requested that the style be " •.•• French Provincial ••• 
not that old-fashioned French Provincial," he explained, 
referring to images of Gallic chateaux and palaces, but 
' h t ' d F h P ' ' • 26 • ••• ta nice mo ern renc rov1nc1al.' Lapidus 
perceived the nature of the program, " ••• I figured I 
had to produce what he thought was French Provincial, 
or French something." 27 He realized that his client and 
the general public that would patronize the hotel derived 
their ideas of style not from historic monuments, but 
from the cinema. With this·.in mind, he designed the Fon-
28 tainebleau as a fabulous movie set. 
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Morris Lapidus described the final design as 
" ••• French, which is not French ••• a potpourri of 
29 anything I could put my hands on." Outside, on 
the ocean side of the hotel, he created a garden (fig. 
31A), partly formal and symmetrical, partly free-form, 
which he characterized as the "Versailles parterre."
30 
Actually, the plan did bear some resemblance to 
formal gardens at the chateaux of Versailles and 
Fontainebleau (fig. 31B), while the landscaping recalled 
domestic Florida gardens of the twenties. Some 
of the more unusual shrubbery forms evoked images of 
sea life. 
The Fontainebleau was designed as a broadly 
curving structure, its outside contour fronting a 
formal driveway along Collins Avenue, its inside 
enclosing the gardens and pools on the east side. 
For the mid-fifties, a building which formed a great 
arc was a novelty. Attributing his inspiration in 
part to one curved wall at Mies'van der Rohe's _ 
Tugendhat House, Lapidus had been freely adapting 




Unlike the Lapidus shops, the Fontainebleau 
~lan was based entirely on the curve, inside and outside. 
There were precedents for curving structures in 
Mies' 1920 skyscraper proposal, Le Corbusier•s 1932 
Plan for Algiers, and Aalto•s 1947 Baker House in Cam-
b 'd 32 M . . h . . r1. ge •. ost 11.kely, 1. t was t e fam1.lar1. ty of 
these and other images combined with the architect's 
imagination that inspired the Fontainebleau form. 
On the interior, the front office and registration 
facilities were pushed to one side to allow a spacious 
arrangement of the public lounging-::_areaiil. The enormous 
lobby, 17,000 square feet, was planned around concentric 
circles reflected in the floor pattern and repeated 
in the curved alignment of the structural columns 
(fig. 32). Reminiscent of the interlocking forms of 
Le Corbusier's Palace of the Soviets (1930), the plan 
had its direct precedent in Mo~ris Lapidus• New York 
shoe stores. 33 
To one side of the lobby was a free-standing 
staircase, leading to the mezzanine level (fig. 32, 
top photo). An enlarged Piranesi view of the Roman Forum 
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provided a backdrop, part of Lapidus' "potpourri," 
as well as a re£lection of the fluted columns in the 
hotel lobby. While the stairs led only to a small card 
room, the feature became a favorite of hotel guests, 
who, dressed in formal attire, enjoyed ascending the 
gracious staircase to look around before making a 
dramatic descent to the lobby. Lapidus was parti-
cularly fond of exploiting the popular appeal of 
staircases, borrowing freely from stage sets of 
b k ' h h' ' 34 h ' b Busy Ber eley films oft et irties. Te Fontaine leau 
stairway constrasted with that of the Shelborne (fig. 29), 
which was obscured by a structural pillar and placed 
in a corner, hardly intended to give guests a dramatic 
entrance to the lobby. 
In most hotels of the post-war period, the main 
ballroom was a large, spare place, far removed from 
the public lobby. Here, it was a spectacular room, 
adorned with crystal chandeliers and thick velvet, and 
located directly off the lobby. Lapidus felt that 
making the guests happy in the ballroom was as im-
portant as providing pleasure for them in other areas 
of the hotel. When the new West Ballroom and Grand 
Gallery (fig. 34, #2) were added in 1960 to accommodate 
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large convention groups, the original ballroom was converted 
35 to a night club, a function well-suited to the decor •. 
The design of the original structure remained 
relatively intact in spite of a series of new additions 
by architects other than Lapidus. The expansion of meeting 
spaces described above was carried out by interior 
designer Gerald Ward. At the time, Lapidus was "not 
free to take on the assignment," that is, was involved 
in the design of the Eden Roe, a rival property next 
door to the Fontainebleau. 36 In any case, Ward planned 
the new facilities to integrate functionally with the 
existing building and, changing the color scheme from 
white and gold to red and black, he retained the freely 
interpreted French theme. 
Fontainebleau Towers (fig. 34, #2) with 450 
additional guest rooms was part of the same building 
campaign. Designed by another Miami architect, A. 
Herbert Mathes, the rectangular block reflected the 
form of the original structure in a slight curve at the 
west end and a series of scalloped balconies along the 
south wall. The building served as a backdrop to the · 
north side of the Fontainebleau property while it 
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effectively and, it is said, intentionally, blocked 
the sun from areas of the Eden Roe prop-erty next door. 
Another tower with 300 guest rooms, Fontainebleau 
South (fig. 34 #3), was added three years later, while 
recreation facilities were expanded and altered throughout 
the decade. The result was a dense arrangement of 
resort structures and landscaping, but one in which 
the original hotel building could still be discerned. 
In spite of its success with the public, or 
perhaps because of it/ the Fontainebleau received only 
adverse criticism from architectural writers of the 
t . d 37 pos -war per10. Morris Lapidus agreed with the-critics 
that the hotel was not serious architecture, but he argued 
that it was not intended to be. Instead, it was a serious 
business venture, designed to provide pleasure and enter-
tainment to the Miami tourist. 
Lapidus considered that the traditional concept 
of the grand hotel was outdated: 
••• A classic example of the hotel, to my mind, 
is the Waldorf, which is the last great classic 
hotel. But it followed the usual procedure: the 
lobby, the check-in area, etc. Everything 
proceeded on a straight rectangular pattern. It is 
beautiful, but there was no sense of excitement."38 
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For Morris Lapidus, the key ingredient of a 
successful modern hotel was excitement. He felt that 
his Miami ho~els, particularly the Fontainebleau, 
introduced the new form of grand hotel, which led to 
the important developments in hotel architecture in 
the next decade: 
••• I have been told by architectural his-
torians that Portman's exciting hotels are merely 
a continuation of the theories I developed 
years ago at the Fontainebleau. The same might 
be true of Pei's Century Plaza Hotel in Los 
Angeles. None of these hotels use my idioms 
of expression, and perhaps not my planning 
theories but, in some ways, they reflect the 
strong approach with almost wild abandon to create 
an atmosphere and ambiance and euphoria which I 
think today's traveler looks for in what you might 
term a "grand hotel. 11 39 
It was a long time before the architects of urban 
hotels were influenced by this approach. Only very 
gradually were hotels in American cities beginnibg to 
incorporate features introduced in the Miami hotels of 
the post-war period, and only in select locations. 
NEW HILTON HOTELS 
Before the fifties, modern luxury hotels in 
urban areas were rare. A hotel operator interested in 
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establishing a deluxe establishment would acquire an 
existing property, preferably one with a reputation for 
quality accommodations, then renovate the building and 
reopen the operation. New construction was considered 
appropriate only for low-cost, high-efficiency properties 
such as Statler hotels. The creation of a new kind of 
elegance in Miami Beach hotels of the early fifties 
suggested the possiblity of similar developments in 
urban areas. 
C d H ' lt k ' ' h' d 4 o onra i on was a ey figure int is evelopment. 
Hilton had acquired old hotels in the forties and early 
fifties including such well-known properties as the. 
Plaza and Waldorf-Astoria in New York, and the Stevens 
{renamed Conrad Hilton) and the Palmer House in Chicago. 
In renovating the properties, Hilton attempted to retain 
---....... , 
some of the features of elegance of the origil'l3.l design 
to support the chain's reputation for luxury hotels. If 
extensive alterations were required, however, for a more 
lucrative operation, Hilton carried them out. For this 
hotel magnate, the development and management of hotel 
properties was of far greater importance than the design 
of the building. 41 
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Hilton became interested in the potential of 
new construction when presented with the opportunity 
to build a deluxe hotel in San Juan for the government 
of Puerto Rico. Financed by the government as part of 
a post-war recovery program, the Caribe Hilton (figs. 
36, 37) was completed in 1949. 42 The goal of the 
project was to create luxury accommodations to attract 
American business and vacation travelers to the island. 
Architects for the hotel were Torro, Ferrer and 
Torregrosa of San Juan. A contemporary form of glass 
and steel, the hotel was perched on a site overlooking 
the ocean. Balconies were provided for every room. 
A two-story public space with broad, free-standing 
stairways and modern furnishings provided an elegant 
setting for wealthy tourists. 
Architectural writers found some fault with 
the design: 
••• An extension of an outdoor pool flows under the 
glass wall and into the lobby, where it has a path 
of stepping stones leading to the patio. The 
bottom of the pool according to plans will be 
scrupulously muddy and disreputable, in confor-
mance with the outdoor wo~ld it represents.43 
The author of the passage apparently injected more humor 
into the design than the architects intended. In any 
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case, the adoption of modern features to a Hilton 
hotel was significant since the chain would eventually be 
responsible for extensive new construction not only in 
the United States, but throughout the world. 
Following the Caribe Hilton, the company under-
took the development of the Istanbul Hilton (figs. 38, 
39) under a similar arrargement. 44 Financed by a local 
group, the project of 1953 was another opportunity for 
Hilton to experiment with the construction and operation 
of a modern hotel facility with minimum financial risk. 
Skidmore, Owings and Merrill, architects of the Terrace 
Plaza, by this time known for their glass· and steel 
high-rise office buildings, were architects for the hotel. 
The Istanbul Hilton co~bined design principles 
of the modern movement with lessons of current hotel 
construction. The influence of Le Corbusier, for example. 
was apparent in the concrete pilotis supporting the building, 
. b . d 45 box-like alconies, an sculptural roof forms. At the 
same time, the structural plan of the steel and concrete 
building was determined by the requirement that the building 
be earthquake resistant, the same consideration that 
affected the design of the Statler Center in Los Angeles. 
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The interior plan was based on principles necessary 
for operating a hotel, one that would be acceptable to 
American and European travelers as well as local 
dignitaries. 
As many American hotels, the Istanbul project 
had extensive meeting facilities, but in this case, 
the rooms were intended for official diplomatic functions, 
not conventions. Nonetheless, the requirements were 
similar: large ballrooms, assembly halls with flexibility 
for a variety of arrangements, small meeting and dining 
rooms, and areas to socialize and relax. 
The meeting facilities at the Istanbul hotel were 
comparable in scale to those in Statler hotels of the 
early fifties, but were far more luxurious. Tabler and 
Statler had intentionally designed elegance out of their 
hotels while Hilton and his architects put the luxuries 
back in. The difference between the two chains was again 
apparent in Hilmn•s first new post-war hotel in the United 
States. 
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BEVERLY HILTON, BEVERLY HILLS, CALIFORNIA, 195 
After witnessing the successful results of his 
foreign ventures, Conrad Hilton was prepared to build 
a modern luxury hotel in the continental United States. 
He had a Beverly Hills site in mind, a triangular lot 
at the corner of Wilshire and Santa Monica Boulevards, 
eight and a half miles from downtown Los Angeles. The 
Beverly Hilton (figs. 40-44) was conceived as a deluxe 
hotel with the commercial concessions of an urban hotel, 
the recreation features of a resort, combined with 
nt t . -1- b h . . . . 46 e er ainmen~ anquet, ands opping facilities. 
Since the location of the property was essentially 
suburban- and the site was large,· the architects of the 
hotel, Welton Becket and Associates, developed the property 
with low structures.spread over the site, landscaped 
grounds, and generoos on-site parking (fig. 41). Because 
of the tropical climate, they included balconies, courtyards, 
and open spaces characteristic of a resort property. 
The building was planned in the shape of a Y 
(figs. 41, 44), simil~r to the Dallas Statler completed 
at the same time (fig. 23). The base of the Beverly 
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Hilton was more closely contained within the Y-shape 
than that of the Dallas Statler. Except for the 
projection of the ballroom between two of the wings and 
the row of shops along Wilshire Boulevard, the Beverly Hilton, 
h d h h h . t. P . 47 a t e sames ape as t e UNESCO Secretaria in aris. 
The geometric shape was not formally imposed, however, 
since the plan derived from considerations of sunlight, 
views, and operation of the hotel. As with the Dallas 
Statler, the Y-shape plan was based on requirements of 
the program.as much as aesthetic considerations. 
Within the base of the hotel were public and 
commercial facilities. Guest rooms were in the eight-
story wings above. Adjoining the structure was a block-
long, one-story wing intended for exclusive shops, 
included to take·advantage of the shopping activity 
further south on Wilshire Boulevara. 48 
The original decor of the lobby (fig. 43) 
was typical of the period. A large rectangular space, 
with walls and pillars of marble, the lobby was fur-
nished sparingly -with the metal and fabric chairs and 
sofas popular in the fifties. In spite of the hotel's 
proximity to Hollywood, the lobby design did not reflect 
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the glamor of the film world, Movie set decor remained 
the domain of contemporary Miami hotels. 
In order to provide a full range of guest rooms 
and suites, a complex structure and plan (fig, 44) 
was required, Column spacing varied in the three wings, 
In the north wing, columns were placed 24 feet apart, 
allowing two 12-foot rooms per bay, The east and west 
wings had columns 16 feet apart for one very wide room 
per bay, Such details contributed to the high cost of 
the hotel, about $31,000 per room, which was almost three 
times as much as the Dallas Statler finished a year later, 
The opening in 1955 was as dramatic as that of 
the Shamrock six years before, ",,,a week-long coronation 
was held with more than the customary number of searchlights, 
aquacades, blimps, rose petals, and girls on technicolor 
elephants," 49 Hilton recalled the occasion as marked by 
",,,a spectacular burst of silver trumpets, a· gala studded 
with screen stars, in short a maximum of fanfare and 
50 elegance." 
As the newest hotel in Los Angeles and the newest 
Hilton in America, the property was a financial success, 
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and the location of major social and entertainment 
events. While it had features in common-with resort 
hotels, the Beverly Hilton was also an urban hotel, 
the first to introduce modern luxuries in the post-war 
period. By the late fifties and early sixties, 
deluxe hotels of contemporary design began to appear 
in every major city. 
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NOTES: 3. NEW LUXURY FEATURES, 1940-1956 
1. ·:see Chri=sto.pher Tunnard and Henry Hope Reed., 
American Skyline: The Growth and Form of Our 
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Company, 1955), pp. 217ff. 
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Turns to Modern," Architectural Forum 69 (December 
1938): 449ff. 
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Harper and Brothers, 1952), pp.· 368ff. 
4. "Boom," p. 10. 
5. During the previous building boom in 1925, there 
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L. Murray Dixon designed the Raleigh and Grossinger; 
Roy F. France designed the National, Versailles, Sea 
Isle, and Cadillac; and V. H. Nellenbogen was archi-
tact of the Lord Tarleton. A useful source for 
Miami hotels of the late thirties and early forties 
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Arts (Miami Beach: Florida Architecture and Allied 
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See "The Tides Hotel," Architectural Forum 69 
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innovation. See Chapter 24: Architecture Called 
Traditional in the Twentieth Century in Henry-
Russell Hitchcock, Architecture: Nineteenth and 
Twentieth Centuries (Baltimore: Penguin Books, 1968): 
392ff. 
Igor B •. Polevitsky was born in Leningrad in 1911. 
He came to the United States in 1929 as a foreign 
student at the University of Pennsylvaniao His 
years of study (until 1934) coincided with those of 
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Polevitsky, Johnson and Associates. He was active 
until 1973 when ·an accident prevented further pro-
duction. Sources included Florida Architects (A.I.A. 
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12. See Catalogue entry #8; "Shelborne Hotel, Miami 
Beach," Architectural Record 90 (July 1941): 4lff; 
"Designed for an Ocean View," Interior Design and 
Decoration 17 (August 1941): 22ff; and Florida 
Architecture and Allied Arts (1941): 32. 
13. The role of graphics in modern commercial architecture 
is a subject worthy of further research. 
14. See Walter Gropius, The New Architecture and the 
Bauhaus (Cambridge: M.I.T. Press, 1965), p. 42. 
15. Ibid., p. 69. 
16. Ibid., p. 42. 
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17. See Le Corbusier, Oeuvre, 1929-1934, pp. 74ff. 
18. See Hitchcock and Johnson, International Style, 
pp. 40ff. 
19. Interview with Mr. Polevitsky (see note #8 above).· 
20. See Florida Arch+tecture and Allied Arts (1950): 86f. 
21. Ibid., pp. 74f. See also illustrations in the adver-
tisement for "Steeltex" in Architectural Forum 100 
(February 1954): 192f. 
22. See Daniel J. Boorstin, The Image: A Guide to 
Psuedo-Events in America (New York: Harper and 
Row, Publishers, 1961), pp. 77ff. 
23. See "How to Attract Conventions," Architectural 
Forum 98 (January 1953): 112f. 
24. See Catalogue entry #9; "Fontainebleau: Miami's 
Hotel of the Year," Interiors 114 (May 1955): 88ff; 
and End, Hotels and Motor Hotels, pp. 5lf, 65. 
Publication of the hotel in national architectural 
journals was limited to its reproduction in an 
advertisement for "Petro Oil" in Architectural· 
Forum (June 1946): 34. See also note #25 below. 
25. For the architect's view of his own work, see 
the· chapter on Morris Lapidus and'.; his-son and 
partner, Alan Lapidus, -in John W. Cook and Heinrich 
Klot~ Conversations with Architects (New York: 
Praeger· Publishers, 1973), pp. 148ff. For his views 
on the profession and the work of other architects, 
see his book, Architecture: A Profession and a 
Business (Reinhold Publishing Corporation, 1967) 
and an unpublished lecture available from his office, 
"European and American Hotels Revisited," (n.d.). 
Other sources included a List of Slides, which 
accompanied a slide collection of his projects 
submitted by his office to the Loeb Library at 
Harvard Graduate School of Design in response to 
a request to data on his work in the fall of 1974; 
a brochure on hotel projects distributed by the firm; 
interviews with Morris Lapidus (3 April 1974) and 
Alan Lapidus (12 September 1974) and subsequent 
correspondance with the latter. Unfortunately, 
source material at the Miami office was put into 
storage in 1975, when the firm suspended operations. 
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26. Cook, Conversations, p. 156. 
27. Ibid. 
28. The Fontainebleau was used as a movie set by 
Joseph L. Mankiewicz for Goldfinger, a James 
Bond classic. See Cook, Conversations, p. 158. 
29, Cook, Conversations, p. 157. 
30, Ibid., p. 155:. 
31 • Ibid. , p. 150. 
32. See Hilbersheimer, Mies, plate 18; Le Corbusier, 
Oeuvre, 1929-1934, ~140ff; and Fleig, Aalto, 
p. 93. 
33. See Le Corbusier, Oeuvre, 1939-1934, pp. 123ff. 
34. Memorable staircases appeared in Busby Berkel?J's 
Gold Diggers of 1933 (Warner Brothers, 1933) and 
Florenz Ziegfeld's Ziegfeld's Follies (Metro-
Goldwyn-Mayer, 1936), such as in the closing number 
of the latter, "A Pretty Girl is Like a Melody." 
See Tom Shale et al., The American Film Heritage· 
(Washington, D. C.: Acropolis Books, 1972), p. 80 
and Paul Trent, Those Fabulous Movie Years: The 
Thirties (Barre, Vermont: Barre Publishing Company, 
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(March 1971): 108f. 
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from Morris Lapidus, 21 March 1974. 
40. Conrad Hilton had grown up in the hotel business 
helping his family to run a small inn at their 
San Antonio, New Mexico home. He entered the Army 
in 1917, but returned to the southwest shortly 
thereafter,· '.Upon the death of his father, to carry 
on the family business. His ambition was to establish 
a chain of banks but his first breaks came in the hotel 
business, and he proceeded to establish a chain of 
hotels instead. He suffered financial setbacks in 
the thirties, as most Americans, but managed to 
build a new property in Albuquerque in 1939. Sources 
include Hilton, Be My Guest; Whitney Bolton, The 
Silver Spade: The Conrad Hilton Story (New York: 
Farrar, Strauss and Young, 1950); Lundberg, Hotel 
and Restaurant Business, pp. 263ff; and an inter-
view with Mr. Hilton in Los Angeles, 23 May 1975. 
41. Mr. Hilton's most vivid recollections are of the 
financial deals such as purchase of the Beverly Hilton 
·1ot, the acquisition of the Waldorf-Astoria, amd 
~he development of hotels abroad. Architectural 
details are no longer of great interest to him. 
Interview with Mr. Hilton (see note #40 above). 
42. See "The Caribe Hilton," Interiors 109 (April 1950): 
74ff; "Spectacular Luxury in the Carribean: The 
Caribe Hilton," Architectural Forum 92 (March 1950); 
and End, Hotels and Motor Hotels, pp. 46ff, 61. 
43 ... The Caribe Hilton," p. 77. 
44. See "People," Architectural Forum 95 (December 1951): 
68; "Tourist Hote 1 for Istanbul, Turkey," Architectural 
Record 113 (January 1953): 103ff; "Hilton's Newest 
Hotel," Architectural Forum 103 (Decem1l:l:er 1953): 12lff; 
End, Hotels and Motor Hotels, pp. 88f, 104; and, for 
a more critical description, Boorstin, Image, pp. 98ff. 
45. See Danz, s.o.M., p. 10. 
46. See Catalogue entry #10; "Where to Put a City Hotel," 
Architectural Forum 98 (January 1953): 114ff; and 
'-'Two Kinds of Hotels," Architectural Forum 104 
(April 1956): 124ff. Anobher source was John A. 
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Norlander, General Manager, Beverly Hilton, 
24 May 1975. 
47. See Chapter 2, note #19. 
48. By 1975, the Wilshire Boulevard wing was being 
used for airlines offices, travel agencies, and 
hotel offices, but exclusive shops were still absent. 
49. "Two Kinds of Hotels," p. 125. 
50. Hilton, Be My Guest, p. 10. The opening of the 
hotel as well as the construction was recorded 
on film, A Hotel is Born, a copy of which is 
available at the office of the General Manager, 
Beverly Hilton. 
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4. DIVERSIFICATION, 1957-1967 
In the late fifties, developers and other entre-
preneurs became increasingly involved in promoting 
downtown construction projects and, consequently, 
hotels. 1 The participation of real estate professionals 
in building new hotels had a significant impact on their 
design. While the newcomers relied on the rules 
established in the previous decade with regard to amount 
and scale of facilities, they were flexible in rede-
fining hotel functions and adapting innovations to their 
Particular interests. The result was a range of vari-
ations in hotel design and layout. 
Miami Beach in the late fifties was particularly 
appealing to developers interested in the hotel 
business. The growth of the convention trade had -, 
made construction of new resort properties a lucrative 
activity. With complete air conditioning of the facilities, 
a feature.~ that would have an impact on other southern 
cities in later years, hotels could operate at peak 
2 occupancy year round. By the ehd of the decade, there 
was a series of new hotels along Collins Avenue, with 
meeting facilities, air conditioning, and a variety of 
innovations for popular appeal. 
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AMERICANA OF BAL HARBOUR, BAL HARBOUR, 1957 
Laurence and Preston Tisch, directors of Loews 
Corporation, were among the investors interested in 
hotel development in the late fifties. 3 Considering 
an expansion of their theater and entertainment 
empire into new ventures, the Tisch brothers decided 
that the hotel business in Miami Beach would be suitable 
to their concept of growth. 
The properties that most intrigued the Tisches 
were the Fontainebleau (figs. 30-35) and the Eden Roe 
(figs. 45-47), both designed by Morris Lapidus. 4 
The Fontainebleau, described in Chapter 3, had been 
the architect's first major hotel design. Although 
not widely published, the structure was well-known. 
The Eden Roe, which was also not published in the most 
widely cirulated national architectural journals, was 
equally notable. The problem for this hotel design had 
been to create a building that could upstage the rival 
property next door, the Fontainebleau. 
For the theme of the Eden Roe, Lapidus invented an. 
interpretation of Classical, in line with clien~ Harry 
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Mufson's desire that it contrast with the "French" 
decor next door. The architect described it not as a 
style, but as a feeling: 
••• My palette has materials and stylistic things 
left over from the past. I use them any way 
I want. They have no. interrelationship. There 
is no attempt at establishing a style. The Eden 
Roe carried some of that feeling, a wonderful 
nonsense in the classical manner,5 
Classical at the Eden Roe apparently meant symmetrical 
and formal. On the Collins Avenue side of the hotel, broad 
mosaic panels, graduating in color from deep sea blue 
at the base to sky blue above, straddled the entrance 
(fig. 45). The roof was crowned with a concrete structure 
housing mechanical equipment. The form, resembling the 
stack of an ocean liner, may have been a parody on Le 
Corbusier's sculptural roof structures as well as his 
ship metaphor, but was more likely a reflection of the 
t . d' 6 nau ical surroun ings. 
Inside, the spacious lobby was circular (fig. 46), 
a curving glass wall on the garden side serving as back-
drop. Fluted marble columns, elliptical in shape and 
black in color, encircled the sunken lounge area. Surrounding 
the space were truncated white marble columns supporting 
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bronze figJlr.es inspired by Greek mythology, and 
Corinthian columns serving as ashtrays. The "classical" 
motifs were directly from Hollywood, pools and urns and 
marble stairs from such prodbctions of the thirties as 
Roman Scandals (Warner Brothers, 1933), the truncated 
column from Last Days of Pompeii (Paramount, 1935). 7 
" ••• If ever I designed an elegant movie set," Lapidus 
commented with regard to the Eden Roe, "this was it. 118 
In the design of the Eden Roe, Lapidus demonstrated 
his greatest talent: he was the one architect who 
could outdo Morris Lapidus. 
Impressed by the architect's knack for inventing 
popular styles as well as his keen sense of competition, 
the Tisch brothers hired Morris Lapidus to design their 
first hotel, the Americana of Bal Harbour (figs. 48-52).
9 
The program of the Americana allowed the architect 
greater flexibility than the previous assigntrEnts since 
the theme was.: indeed broad: the art and culture of the 
entire Western Hemisphere. With twenty-one nations to 
choose from, Lapidus was free to explore a wide range 
of styles. 
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Lapidus designed the guest room tower as a rectangu-
lar slab without the curves or bends of his previous 
hotels. But the regular shape of the block was enlivened 
by an unusual treatment of the facade. On the north and 
south sides, the balconies projected diagonally from 
each room. Enclosed in alternately solid and grilled 
surfaces, the balconies formed an irregular and intricate 
pattern (fig. 48). A costly feature, the elaborate 
facade arrangement was in sharp contrast with the simple 
and straightforward designs of the architect's contemporary, 
William Tabler. 
The two-story base contained the public and 
commercial facilities as in many hotels of the fifties. 
But the shape was not rectangular. An elliptical se~tion 
of the base (figs. 48-50), gl~zed on all sides, defined 
the lobby, which was holl·owed out by a three-story terrarium 
open to the sky. An amorphously shaped structure con-
tained the restaurant, ba~ and supper clUbi It was 
connected to the lobby by an arcade of shops, enclosed 
in a glass wall of staggered bays. The entire form was 
faced with brilliant mosaics and gold panels, protected 
by canopies of sculptural contour. 
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On the ocean side of the property (fig. SL), the 
sundeck and swimming pool areas were adorned with 
concrete structures of unusual forms for terraces, 
stairways, shelters, and the diving platform. A glass 
and steel building with umbrella-like roof served as the 
dance pavilion (fig, 52, beyond lobby structure). Most 
prominent was a shell structure in the shape of a 
hyperbolic paraboloid (fig. 51, between pool and hotel 
building). Its presence seemed to mock the designs 
of Lapidus' contemporaries. While avant-garde archi-
tects of the fifties were proposing concrete shells 
for air terminals and stadia, Lapidus was employing this 
10 sophistocated technology to furnish a resort playground •... 
The interior of the hotel was carried out in 
a festive manner as well. In the lobby (fig. 50), 
Lapidus exploited the Americana theme to its fullest. 
There were mosaics of popular Western Hemisphere liberators 
such as Washington and Bolivar, carvings and tiles of 
Inca design, and an enamel mural dedicated to the Indians 
of southwestern United Stat.es. 
North- and South American themes characterized 
entertainment facilities as well. The Carioca Lounge 
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featured a tile floor with swirling bands of black and 
white as a salute to Brazil., The Gaucho Room was trimmed 
in leather and brass to honor Argentina. And the Dominion 
Terrace, representing Canada, was decorated with totem 
poles and maple leaves. This colorful pageant of 
Americana seemed appropriate for_the,tropical Florida 
setting, far more so than the previously indulged French 
Renaissance or Classical Modern. 
Shortly after the hotel opened, it was found that 
the meeting facilities were not adequate for the 
potential convention trade the operation could attract. 
As shrewd businessmen, the Tisch brothers decided at once 
to expand the facilities to accommodate more and larger 
groups. The garage was remodelled as a banquet room; an 
exhibition hall was built; and plans for a 300-room 
11 addition were prepared. With little delay, the 
Americana was equipped to become a large-scale convention 
hotel as well as a luxury resort property two years after 
it opened (fig. 52). 
The success of the Americana encouraged the Tisch 
brothers to develop a chain of hotels. The design pro-
gram of each was based on the most suitable operation for 
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the specific location. The result was a chain of 
highly diverse properties, in this country and abroad. 
The variety of designs contrasted with the series of 
identical hotels produced·by some of the established 
chains. . . . . ,.. •·l 
Three Loews hotels were opened in one city 
within the span of two years. One was a large-scale 
convention hotel. In the context of the other two, which 
were not intended to serve the group meeting business, 
the hotel demonstrated the versatility of the 
company's approach to hotel development.and design. 
AMERICANA OF NEW YORK, NEW YORK, 1962 
The Americana of New York, a large convention hotel, 
was located in the midst of new developments along the 
Avenue of the Americas. A year before it was completed, 
Loews had opened the Summit, a hotel for business tra-
velers, located on a busy intersection of Lexington Avenue 
and 51st Street. The following year, the company finished 
the Regency, a small luxury establishment at the edge of 
an exclusive residential section, at Park Avenue and 61st 
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Street. Only the Americana was fully equipped for large 
meetings, but the construction of the three confirmed 
Loews ·corporation's flexibility in hotel development, 
an important ingredient for success in the sixties. 
The first of the three, the Summit (figs. 53, 54), 
was designed by Miami architect Morris Lapidus. 12 A 
narrow slab bending over a low, terraced base, the 
hotel structure seemed out of place in the rectangular 
grid of midtown Manhattan. On the north side, the 
serpentine~like form was emphasized by continuous 
bands of fenestration, divided by narrow white spandrels 
(fi°g .• 53). 
On the Lexington Avenue facade, the wall was 
faced in white marble with a vertical marquee "SUMMIT" 
projecting from the surface. The large sea blue letters 
on a field of white was reminiscent of Miami Beach 
graphics, and somewhat jarring in the New York ambient. 
"It's a nice hotel," was the popular joke, "but it's too 
far from the beach." 
Features from Lapidus• Miami hotels were found 
inside as well. Recalling the Fontainebleau and the 
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Eden Roe, sleek marble columns lined the lobby (fig. 54). 
In the case of the Summit, however, there was no room 
for bends or curves. Consequently, the stairway to the 
mezzanine, generally a focal point in a Lapidus-designed 
lobby, was placed in a corner at the bac·k of the space. 
The lobby was decorated with modern furnishings of 
deep blue and bright gold, and filled with tile mosaics 
and metal chandeliers. The arrangement was intended to 
distract the guest from noticing the cramped nature of 
the space. Apparently these devises were not effective 
since the rich color scheme was replaced by black and 
white shortly after the hotel opened, and the murals and 
chandeliers disappeared soon thereafter. 
Despite its controversial form and decor, the 
Summit was successful with the public. Visitors to 
New Yor·k had long awaited modern accommodations, and they 
patronized the new operation at once. Encouraged 
by the success of their first New York venture, Loews 
Corporation prepared for the completion of their second. 
Unlike the Summit, the Americana of New York 
(figs. 55-59) was sited on a relatively large lot 
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and overloo·ked a broad boulevard. 13 . '.::-Moreover,~ ·the 
hotel was intended to be a convention hotel. Although 
it was an urban hotel, not a resort, the Americana of 
New York hadfarmore in common with it~ counterpart 
in Bal Harbour than the nearby Summit. 
Again, Morris Lapidus was the architect for 
Loews. He designed the building at a scale appropriate 
to the new commercial developments in the vicinity. 
For the guest room tower, the architect created a 
SO-story slab, angled at the center as the Summit, but 
in this case folding inward toward the core. The base 
ranged in height fr~m two to three stories, and varied 
in appearance from window walls to solid surfaces. The 
west entrance curved dramatically beyond the main 
structure (fig. 55). The architect abandoned the vertical 
marquee in favor of horizontal sign·"a-mericana" running 
across the top of the building, less offensive to the 
passerby than that at the Summit. 
As most New York hotels, especially in the post-war 
period, the interior suffered from limitations in space. 
The main lobby (fig. 57) was larger than the average 
Manhattan hotel reception area, yet it still seemed 
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cramped. The ceiling was low, appearing lower because of 
the oversized marble-faced pillars thoughout the space. 
There was a generous amount of seating available, an 
amenity lacking in most other Manhattan hotels, but the 
glamor and romance that was evident at the Bal Harbour 
property was lost in the rectangular lobby space, overly 
formal in the symmetrical arrangement of furniture and 
the black and red decor. 
The plan of the lobby floor (fig. 58) was 
somewhat unusual in the irregular shapes of the rooms. 
The slightly skewed angles of the lobby and restaurant 
spaces reflected the ~symmetrical bas~ of the building 
as well as the architec~s preference for non-geometric 
.arrangements. " ••• Just because real estate is sold 
in rectangles," asked architect Lapidus, "why must a 
14 building be rectangular?" 
The popularity that the hotel operation enjoyed 
after its opening was related to its extensive meeting 
facilities, which could handle groups as large as 2500 
people. Five floors of over 80,000 square feet (fig. 59) 
were laid out as banquet and meeting rooms. Included was 
an exhibition hall that could accommodate fleets of 
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automobiles and large trucks, the first facility of 
its kind in a Manhattan hotel. 
Loews Corporation freely advertised the New York 
property as a convention hotel. Hilton and Sheraton 
were also building convention hotels as the time, but 
they promoted the hotels as such to meeting planners 
only, not to individual travelers. Ignoring the 
traditional practice of playing down group business 
proved effective and Loews hotels benefited from the 
marketing campaign. 
A year after the Americana was completed, Loews 
opened the Regency (figs. 60, 61) which bore little 
bl h d
. . 15 resem ance tote two prece ing properties. Its 
location at the corner·of Park Avenue and 61st Street 
was bounded by high-rent office buildings .. on the south, 
high-rent apartments on the north. Two blocks south 
on Park Avenue was Delmonico•s, a luxury hotel establish-
ment since 1928, and further south on the other side of 
Park Avenue was the Waldorf-Astoria (1931), largest and 
16 most well-known of the pre-war grand hotels. 
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Emery Roth and Sons, not Morris Lapidus, was 
h . h' . h' 17 t e firm ired to design tis Loews property. The ar-
citects had established a reputation for its high-rise 
office buildings which provided maximum square footage 
at minimum cost. Glass and steel towers, stepped 
back unceremoniously at the top levels, the structures 
made full use of the building code allowances in the city.
18 
The appearance of each new building was predictable and 
seemed to be of little interest to the architectural 
press at large. 
The choice of Emery Roth and Sons was not sur-
prising. The operations of the Summit and the Americana 
had suggested that the success of a property, at least 
one in Manhattan, was dependent on the nature of its 
facilities and their suitability to the hotel's location 
rather than on unusual_architectural design. Loews 
Corporation decided that a simple tower could serve 
the purpose for the proposed Regency as long as exterior 
detail and interior decor displayed a~sophistocated_ 
elegance for the wealthy client. 
For the form of the building, the architects used 
their standard shape, a rectangular slab with set-backs. 
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The building was distinguished from the-pre-war brick 
structures and the post-war glass and s~eel towers on 
Park Avenue by its pa·le grey limestone surface detailed 
with thin vertical grooves. Horizontal openings for 
guest rooms provided another feature that differentiated 
the building from its neighbors, as did the two-story-
high ground floor windows. In spite of these differences, 
the general massing and siting of the building had much 
in common with the apartment structures to the north, 
and with reason, since the hotel was intended to project 
an image of exclusivity and privacy for its guests. 
Just inside the main entrance, the features 
that distinguished the hotel from apartment buildings 
were more apparent. The lobby space was simple but 
elegant, owing to its arrangement of antique furnishings, 
crystal chandeliers, and oriental carpets (fig. 61). 
Commercial facilities included a dining room with 
adjoining bar to the left of the lobby, af}d a supper 
club at the rear of the ground floor that could be adapted 
to private use. This was the extent of the Regency's 
public facilities since the hotel was catering to the 
individual affluent traveler, not to groups. The rest 
of the hotel was laid out as spacious guest rooms, suites, 
and penthouse apartments. 
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The Regency successfully attracted upper-class 
clientele from its opening, and provided competition 
to the pre-war luxury hotels of the city. The exclusive 
nature of the establishment was appreciated by visitors 
from out-of-town as well as local business people who 
patronized the cocktail lounge and restaurant in the 
evenings. Loews Corporation once again demonstra1:Ed 
their ability as developers to predict a potential 
market and design a hotel accordingly. 
SHERATON-DALLAS, DALLAS, 1959 
The influence of professionals outside the hotel 
business made its impact in another kind of project,-• 
the multi-use commercial development of the late 
fifties and sixties. Federal programs, tax laws, and 
a healthy economy were conducive to private construction 
and public renewal projects in urban areas. Most new 
developments, whether sponsore·d by public or private 
groups, included a new hotel. In most cases, it was a 
convention hotel. 
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The hotels were generally larger than existing 
hotel properties in the area of the development, and 
comprised expanded public -services such as par'k.ing, 
pedestrian plazas, and commercial concessions. As? 
a result, there was a series of new hotels, expanded in 
scale and variety of facilities, and displaying a 
range of new architectural forms. 
Southland Center of 1959 (figs. 62-66) was an 
early example of a multi-use project that included a 
Conventl. 'on hote1. 19 C ' db D 11 b d once1.ve ya a as- ase 
insurance company, Southland Life, as a way of providing 
a new home office for the company, the development was 
intended to generate income from commercial rentals as 
well. The insurance company was particularly'interested 
in building an attractive complex that could serve 
as an adver½isement for the institution. 
Along with the program of the insurance company, 
other guidelines applied. Texas law prohibited the company 
from owning more than one building. Thus the\problem 
was to build a single structure that could function as 
a multi-use development. In addition, the city of Dallas 
required inclusion of public amenities not _necessarily 
desired by ·the owners. Obliged to provide generous 
110 
parking and public plazas, the development was to 
serve as a link with downtown Dallas and help spur 
a revitalization of the city. 
The participation of Sheraton Corporation during the 
early stages of the developrrent affected the design 
20 program as well. Sheraton had grown from a three-hotel 
operation preceding the War to a sizable hotel chain 
by the late fifties. The Corporation owned major pre-
war properties including the Copley-Plaza in Boston, the 
Blackstone in Chicago, and the Palace in San Francisco. 
By purchasing several small hotel chains, the company 
had expanded the number and the variety of properties. 
Prior to the Dallas venture, the only new hotel 
developed by the company was the Philadelphia Sheraton, 
designed by Perry, Shaw, Hepburn and Dean in 1957. 21 
Certain features o.f that design had proved effective/;, ,and 
Sheraton directors wanted to incorporate them into the 
Dallas project. These included the network of underground 
concourses lined with shops and connecting the hotel with 
surrounding development; the structural design of the hotel, 
which was a simple steel frame slab with curtain wall; 
and the program of art work commissioned for the public 
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spaces throughout the hotel, similar to that at the 
Terrace Plaza, Cincinnati, a decade earlier. 
Welton Becket and Associates, architects of 
the 1955 Beverly Hilton, were hired to design South-
land Center and the Sheraton-Dallas. The problem was to 
incorporate the interests of Southland Life, state and 
local government agencies, and the Sheraton Corporation 
' ' d ' 1 t' 22 A h' t ' into a single esign sou ion. re i ects of a series 
of large-scale office complexes and shopping centers 
since their work on the Hilton, the firm was respected for 
their ability to integrate multiple facilities into a 
self-contained whole. 
In order to create a single structure that would 
contain several functions, Bec~et designed a· rectangular 
base large enough to support three towers. The low :. -·-:•. · - ·,-·· :-.:-
structure included public, commercial, and convention 
facilities for the hotel, accessible to the office 
building as well as the hotel. The guest room tower 
was placed at one end of the base (fig. 62). In the 
middle was the office building for Southland Life, similar 
in design to the hotel but perpendicular from it and 
several stories highero At the far end were supp9rts for 
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a third tower, which was not built with the original 
project. 
The functions of the development were linked at 
several levels. Underground passageways with facilities 
for shops connected the hotel to the office section and 
provided access to the garage. 23 At ground level, 
a motor entrance and small landscaped plaza joined the 
towers (fig. 63). One story above, on the mezzanine 
(fig. 64), a broad corridor led from the hotel lobby 
to the function rooms beneath the office tower. 
By facing the surface of the hotel building 
with rich materials, the architects created a dis-
tinguished appearance in accordance with the request 
of the insurance company. The broad curtain walls of 
the towers comprised dark blue glazing and light blue 
mosaic panels. End walls were faced in grey and off-white 
mosaic tiles. The compostion of the broad glass curtain 
walls and narrow masonry end walls appeared to be a 
simplification of such·post-war monuments as the United 
Nations Secretariat. 24 Since the United Nations building 
had been designed a full decade earlier, and was the 
embodiment of principles advocated in the twenties and 
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thirties, the Sheraton tower was hardly revolutionary. 
The Dallas building was, however, a new image for a 
hotel structure. 
The interiors (figs. 65" :-66 )·:::were -de!?ig-ried_·-by 
Mary M. Kennedy, a vice president of the corporation 
and Sheraton's in-house designer. As at the Philadelphia 
Sheraton, the simple spaces were enhanced by the productions 
of well-known artists, commissioned for particular 
locations in the building. Most impressive was a 
mosaic mural by Gyorgy Kepes (fig. 66), located at the 
end of the corridor leading to the meeting rooms. The 
mural mirrored the black columns of the hallway against 
a burst of color, providing an aesthetic component to an 
otherwise stark setting. 
The development did not attract as much pedestrian 
traffic from the downtown area as expected. 25 The 
three-quarter acre plaza was not large enough to 
accommodate a great number of visitors, nor was its 
design of a welcoming nature. The area between the hotel 
and the retail district remained undeveloped for several 
years, further discouraging pedestrians from visiting 
the Center. 
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·The plan for circulation between the two towers 
was successful. The shared facilities and generous 
amount of corridor space encouraged movement through-
out the multi-use structure. Thus~ the project 
functioned well as a self-contained development, even 
if it was not well integrated with the rest of the 
city, and provided a model for later developers. 
PITTSBURGH HILTON, PITTSBURGH, 1960 
For the Pittsburgh Hilton (figs. 67-70), the 
problem was to design a building that would relate to 
existing high-rise structures surrounding the pro-
d 
. 26 pose site. The Hilton was to be part of Gateway 
Center, an urban renewal project near commercial 
downtown and adjacent to Pittsburgh's Point, a tri-
angular park at the tip of the river-bound city. 
Before construction of the hotel in 1960, 
Gateway Center included several new buildings: 
three cruciform towers sheathed in steel; a state office 
building faced in blue metal; a telephone company 
building of grey metal with grey stone trim; and 
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Gateway Tower, an apartment building of glass and 
steel. The collective appearance of the metal-clad 
structures was grim, made grimmer by the system of 
highway ramps and bridges growing up around the Center. 
The task confronting William Tabler, architect of 
the Hilton, was to design a hotel to fit into Gateway 
Centi.er;, visually and functionally, while it provided 
some aesthetic variation to the bleak setting. 
Tabler's solution was a simple base and tower 
building, enhanced by the development of the site and 
the treatment of the facade. In front of the hotel was 
a landscaped plaza, embellished by a row of flags and 
linked to the hotel by a broad colonnade. Ample 
window areas at ground level provided a connection 
between the inside of the hotel and the plaza. Above, 
horizontal fenestration was outlined in gold-faced metal, 
a foil to the existing grey and blue buildings and a 
salute to the theme of Pittsburgh's downtown, the .~ 
Golden Triangle. 
Tabler kept the silhouette of the structure intact 
by removing mechanical equipment to a shelter behind the 
guest room tower. Access to the hotel was facilitated 
by five entrances around the periphery of the building 
\ 
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and extensive corridors throughout the ground level. All 
convention facilities were conveniently located on 
the second floor (fig. 69), accessible by elevators 
or stairs (fig. 70). 
The Pittsburgh Hilton was a further refinement 
of Tabler's convention hotel, continuing his work 
begun in the designs of Statler hotels in the early 
fifties. It served as a model for the next project 
which was to be a convention hotel as well, but at a 
scale and complexity that. far surpassed.the Pittsburgh 
design. 
NEW YORK HILTON, NEW YORK, 1963 
The setting for the New York Hilton (figs. 
71-78) was a private commercial development of the 
thirbies, rather than a contemporary urban renewal 
project. 27 Developed before the modern movement _.:_;r:,'.i-.: 
had been adopted for large-scale urban structures, 
Rockefeller Center comprised a series of narrow towers, 
masonry faced and detailed to resemble thin vertical 
piers, set back deeply at the top levels. 28 
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The structures of Rockefeller Center were inter-
connected by a formal system of terraces and walkways, 
focused on a sunken plaza at their midpoint. In 
spite of the streamlined vertical style of the buildings, 
and the Beaux-Arts formality of the plan, modernists 
as well as traditionalists had always respected the 
development's quality of urbanity and its ability 
to rema;in a vital center of activity in midtown 
Manhattan. 
The value of the Center's exceptional design 
was not lost on Rockefeller Center Corporation, 
whose directors imposed guidelines on the construction 
of all buildings following the original development. 29 
For the New York Hilton, it was required that the 
tower be_a narrow slab as in the development's earlier 
structures. The facade design was to be vertical in 
format and the slee·k silhouette was to be unencumbered 
by additional structures for mechanical equipment and 
the like. It was also established that the facilities 
along the hotel 0 s east side should bear a functional 
relationship to the original Rockefeller Center across 
the street. 
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The approved design was a base and tower 
structure at a scale appropriate for a hotel of 2,153 
guest rooms. The four-story base contained not only 
commercial, public, and convention facilities, but 
the service- areas as well. The guest room section was 
a narrow tower of 40 stories. The base and slab 
format recalled that of the Lever House of 1952, but 
lacking a street level plaza, the New York Hilton was 
more closely related to the Stonorov/Kahn proposal (1943), 
in which· the base contained the public hotel functions. 30 
Instead of a plaza, there was a motor entrance (fig. 72, 
far right) on the north side of the hotel, unusual in 
the Manhattan setting but well-suited to motorized 
guests. 
In order to create a vertical motif on the exterior 
of the building, the architect designed a curtain wall 
with pairs of window panes projecting diagonally from 
each bay, forming an accordian-like effect. The owners 
paid a considerable .price for this feature since the 
narrow glass structure with angled walls required an 
elaborate system of supports to brace it against the wind. 
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A building with a similar wall contour as the Hilton 
was the C.B.s. Building in New York by Eero Saarinan and 
Associates, built two years later. 31 That office 
building, however, was constructed of concrete, not steel, 
and the accordian-like walls were load-bearing. The 
design of the New York Hill.ton was more closely re-
lated to other hotel buildings such as the Pontchartrain 
in Detroit (King and Lewis, 1965), which incorporated 
walls with diagonally projecting bays for the benefit 
of the guest room plan as well as the exterior appearance 
of the building,(fig. 75). 32 
The ground floor plan (fig. 72) was arranged around 
a system of arcades. A wide passageway including 
registration and executive offices cut through 
the center of the building at street level, Broad 
corridors were located around the periphery. The 
central passageway (fig. 76), a bleak space defined 
by two rows of square. pillars, and lined with long 
counters, represented the epitome of Tabler's concept of 
the efficient lobby. 
Along the east side, the arcade was fashioned 
as the "Rue des Gourmets," featuring a series of 
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specialty restaurants, the first collection of its 
kind in an urban hotel. On the Seventh Avenue side, 
the arcade served as a lobby for the function rooms 
a floor above. Smaller corridors connected the 
convention lobby with the registration area, giving 
access to banks of elevators leading to the guest room 
floors. 
On the 54th Street side of the hotel, the arcade 
contained a lobby bar. A feature in Las Vegas hotels 
and some European properties, such a facility was 
innovative in New York. Its convenient location and 
attractive de.cor, as well as its ample views 
of city streets and sidewalks, made the lounge a 
popular resting and meeting place. Particularly effective 
was its combined function as both public seating space 
and commercial bar. The facility was copied and re-
interpreted in later hotels, constituting a part of the 
transformation of the American hotel lobby. The original 
lobby bar at the Hilton, however, was apparently too 
popular with loungers who did not patronize the bar, 
and was redesigned in 1976 to be accessible to paying 
customers only (fig. 78). 
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There were other notable innovations at the 
New York Hilton that improved the operation con-
siderably. Most important to later large-scale hotels 
was the expanded use of data processing systems 
to include room status, accounting, and billing in-
formation. But the lobby bar was the most signifi-
cant new feature since it became an important ingredient 
in the new hotel arrangements of the late sixties. 
CENTURY PLAZA, LOS ANGELES, 1966 
The multi-use projects of the early sixties 
were followed by even more elaborate proposals in 
the mid-sixties. Developers planned structures to 
surpass their predecessors in size, range of facilities, 
quality of design, and profit. They designed total de-: 
velopments, similar to ideal schemes of architects 
-h . . 33 
and Planners oft e twenties. 
Proposals promised all the services and amenities 
of a downtown area with none of the problems. Each building 
in a proposal was designed to fulfill a specific function 
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while its integration with the other structures would 
contribute to an ideal total environment. Such schemes 
were based on principles similar to those outlined 
in the 1943 article "Buildings for 194X," but this time 
they became the basis for realistic proposals, not 
design exercises. 
A dramatic example of the total urban environ-
ment scheme was the plan for Century City (figs. 79, 80) 
. 34 
in Los Angeles. Spyros Skouras, president of Twentieth 
Century Fox, conceived the idea in the mid-fifties 
when the film company was ready to sell 260 acres of 
studio buildings and old movie lots. Skouras thought 
the land should be sold as a single package and 
developed according to a predetermined scheme. The 
project could include office towers, apartment buildings, 
shopping areas, entertainment and recreation facilities 
so that it could-function independently of its parent 
city, Los Angeles. 
Skouras announced his plan in 1957 and offered the 
land for sale for $100,000,000. Failing to find a 
buyer, he approached William Zeckendorf, an entrepre-
neur known for his involvement in ambitious real estate 
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schemes, but notorious for his methods of carrying 
them out. 35 
At the time, Zeckendorf was developing Courthouse 
Square in Denver, a hotel and department store complex 
that had been long delayed by financial problems and 
1 1 . t. 36 oca opposi ion. In spite of the difficulties, the 
merits of the master plan by architect I. M. Pei 
'd 37 were evi ent. The hotel was praised in national 
journals for its distinctive appearance, its provision 
of open space, and its integration with surrounding 
development. When it was finally-completed, the project 
demonstrated the developer's interest in good design 
' 
and his determination to carry out a project against 
all odds. These qualities made him a prime candidate for 
the Skouras proposal. 
Negotiation between Skouras and Zeckendorf resulted 
in a reduced price and an agreement by the developer to 
buy. As the closing date approached, however, Zeckendorf 
was unable to provide the payment, so he convinced the 
directors of Alcoa Corporation to take his place in the 
project. Alcoa eventually became developer of the entire 
Century City, and followed closely Skouras' original plan. 
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Although Zeckendorf had been involved only a short 
time, his role in the realization of the project had 
been critical. 
Los Angeles architect Welton Becket completed the 
master plan for Century City in 1958 (fig. 80). His 
design concept reflected Skouras' concept of a city-
within-a-city. Evenly spaced high-rise buildings 
were grouped in superblocks according to function 
and separated by wide boulevards. Small streets and 
alleys handled local vehicular traffic while walkways, 
bridges, and malls were designed for pedestrians. 
Parking was planned to be off the street or underground, 
leaving large open areas for parks and landsca~ed Plazas. 
Throughout the development, a superhuman scale was adopted 
for buildings and boulevards (fig. 79), appropriate to 
the visionary nature of the scheme. 
Minoru Yamasaki was the architect for the hotel 
of Century City, Century Plaza (figs. 81-84). 38 Yamasaki 
had gained national attention for his work with Hellmuth 
and Leinweber on Lambert Airport in St. Louis, which 
was a vaulted shell structure of notable design. Later, 
in his designs for embassies and religious buildings, he 
became known for his use of elaborate lighting devices, 
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textured surfaces, gardens and pools to denote 
elegance. These techniques proved inappropriate 
for some commissions, but were later successfully applied 
to commercial projects. Prior to the Century Plaza 
pro,ject: however, Yamasaki had· never been the architect 
of a large-scale urban hotel. 
The design problem for the hotel was clearly 
outlined. The location and massing of the hotel 
were established in Becket's master plan (fig. 80), 
as was the hotel's orientation to the rest of the 
development. Western International Hotels, future 
operators of the hotel, provided specifications for the 
' t d t th 'l't' 39 size, amoun, an arrangemen of e faci i ies. 
Within these guidelines, the architect's role was to 
make the hotel a showplace for Century City and a 
flagship for the chain. 
The building was designed to overlook the Avenue 
of the Stars, the main boulevard of Century City (fig. 81). 
Curving inward and perched above the avenue, the steel-
frame building was covered with aluminum panels which in 
turn were faced in gold plaster. On the front and back 
of the hotel, balconies with rounded corners defined guest 
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room bays, giving the building a textured surface 
and dramatizing the building's curve. 
By day, the rich landscaping and lush vegetation 
on the east side, and the pools and gardens on the west 
enhanced the hotel (fig. al). Dramatic lighting trans-
formed the str:ucture by night (fig. 82). The hotel 
served as an effective landmark of the supermodern 
Century City. 
The plan of the interior (figs. 82, 83) was 
arranged to channel activity to central locations, 
facilitate movement within the hotel, and encourage 
cross-circulation throughout the development. The 
main level contained a 24-foot high space with sunken 
lobby bar at the center. Following the success of the 
facility at the New York Hilton, the open lounge was 
designed to fill a major portion of the ground floor 
space. Located at the center of circulation, with access 
to_registration, restaurants, terraces, shopping, and ele-
vators, the lobby·bar became a magnet for diverse activities. 
It became a favorite meeting place for hotel guests, 
conventioneers, and shoppers as well. 
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One floor below was the Plaza level, with commercial 
concessions and other services. Restaurants and bars 
lined the concourses and spilled out onto an outdoor 
terrace, which in turn fed into a broad pedestrian 
arcade underneath the Avenue of the Americas, leading 
to the A.B.C. Entertainment Center beyond. 
Beneath the Plaza level was the convention 
floor (fig. 84), containing the ballroom, meeting 
rooms, and additional service areas. An underground 
motor entrance connecting to the adjacent garage 
improved group access to the function space. The 
segregation of activities on separate floors was 
well-planned, reflecting the interrelation of functions 
within the hotel, and the hotel within the develop-
ment. 
At the Century Plaza, the organization of the plan, 
the glorificration of the lobby bar, and the unusual 
site arrangement were important innovations. The form, 
however, was still based on principles established by 
Tabler and others in the previous decade. The plan was 
essentially a broad base and tower, with public and 
commercial facilities in the base, guest rooms in the 
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tower. The volume of the space in the guest rooms 
exceeded that of public and service areas, in 
accordance with the traditional standards of hotel 
planning. In addition, the cost of the hotel had 
been based on an estimated 70% occupancy, another 
established guideline. A year later, a hotel opened 
that broke all these rules, and proceeded to change 
the direction of hotel architecture in America. 
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39. Western International Hotels began as a small 
chain of motels and airport hotels on the west coast. 
Its period of growth came after its purchase by 
United Airlines in 1971. One of the largest inter-
national hotel chains, the company now operates such 
diverse properties as the St. Francis in San 
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York. Sources were J. w. Keithan, Jr., Senior 
Vice President, Western International Hotels, 4 May 
1975, and management personnel from several properties 
of the company. 
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5. TRANSFORMATION, 1967-1975 
The culmination of changes in urban hotel design 
in the fifties and sixties was reached in the con-
struction of a single hotel. The unique building 
succeeded as a meeting place for guests and local 
residents, a fqcal point for a large, multi-use de~ 
velopment, and became a magnet for the entire downtown 
area •. With ingenious planning and skillful design, 
along with an aggressive approach to hotel development, 
the architect transformed the commercial building type 
into significant public architecture. 
HYATT REGENCY ATLANTA, ATLANTA, 1967 
The Hyatt Regency Atlanta (figs. 85-89) was the 
creation of architect-developer John Portman. 1 Re-
flecting Portman's vision and practicality, the project 
was made possible by the architect's combined background 
' h' d ' d 2 in arc itecture an commercial evelopment. A graduate 
of Georgia Tech's School of Architecture in 1950, Port-
man spent three years in a design apprenticeship, ob-
tained his license in 1953, then established his own 
practi~e. In 1956, he became partners with an established 
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architect, H. G. Edwards, then resumed his own practice 
in 1968, after retirement of his partner. 
Portman•s first buildings were small residential 
structures around Atlanta. One of these designs won 
an award from the A.I.A. for excellence, but none achieved 
the scale and importance that the architect sought for 
his work. He then designed a medical office building, 
notable for its shared facilities at the core. Though 
appreciated by its tenants, the project was a financial 
disaster for Portman, causing the architect considerable 
loss. 
After the disappointment of the medical building, 
Portman was anxious to expand his background in the 
financial and commercial aspects of the development 
buainess. In 1957, the architect undertoo·k the or-
ganization of a large-scale furniture show in downtown 
Atlanta, a venture for which there was a strong potential 
market and by which Portman could achieve ·the desired 
experience. The success of the show encouraged Portman 
to.develop a new building on the site that could house a 
permanent display. 
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The Merchandise Mart of 1961 was a greater success 
than anticipated. For Atlanta, it improved downtown 
business, attracted new manufacturing to the area, and 
helped establish the city as the retail capital of the 
southeast. For Portman, it inspired a plan for a develop-
ment around the Mart that would capitalize on the new 
business activity and produce a healthy profit while it 
could serve as a showplace for Portman's architecture. 
With Trammel Crow, a Dallas developer, a plan for 
Peachtree Plaza evolved. 
In undertaking the new project, Portman w.ante~: 
more control than generally achieved by a designer. 
He took the unorthodox route of becoming part-developer 
and part-owner of the project, in addition to being the 
arcnitect. During construction, he served as general' 
contractor as well. Assuming all these roles in a single 
project, Portman was violating standard practice tn the 
architectural profession, but he achieved a result that 
fellow designers would envy. 
For the first phase of Peachtree Center, Portman 
sought a building type that could serve as an anchor 
for the development. The ideal type would be self-contained 
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and multi-faceted, an image recalling Le Corbusier's 
"circumscribed world" embodied in the modern house, 
epitomized in the ocean liners of the twenties. 3 But 
the building needed to be public as well, an operation that' 
would provide activities day and night, and be accessible 
to the general populace. The type selected was a hotel. 
As a large-scale urban hotel in a growing metropolis, 
it was necessarily a convention hotel. 
Portman's proposed design for the 1000-room 
hotel was a hollow cube, twenty-four stories high. 
Walls were characterized by continuous bands of 
fenestration and projecting reinforced concrete bal-
conies. On the surface, the regular pattern was broken 
only where wide openings identified two-level suites 
at the corners (fig. 85). One unusual feature on 
the exterior was the circular revolving lounge perched 
above the roof of the hotel building. 
Inside was the tour de force (fig. 86). The 
lobby extended upwards the full twenty-four stories. 
Described as an "atrium," the space was enclosed by the 
balustrades of the open corridors of guest rooms, and 
surmounted by a skylit roof. Dark glass elevators 
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sparked by tiny lights soared along the outside of 
the elevator shafts, drawing attention to the height 
of the space and providing a continuous panorama of 
movement. At one side, a circular bar (fig. 87) was 
set on a concrete pedestal, its clear-domed roof 
suspended from the ceiling by a single cable. A 
vertical shaft in the middle of the lobby doubled as 
a water fountain. Trees, hanging plants, and caged 
birds gave the space the atmosphere of a natural, 
or at least greenhouse, setting. 
The volume of the building occupied by the 
public space was astounding. Unlike Tabler, Portman 
considered the space essential in the design of a hotel. 
On the ground level (fig. 88), generous seating was 
provided in the midst of lobby bars, shops, and 
ap. "open air" cafe. Visitors were encouraged to spend 
time inside and enjoy the unique spatial experience. 
The lobby was the center for relaxing, conversing, people-
watching, and people-meeting as well as dining and 
drinking. It was the public arena tha Portman had en-
visioned. 
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The extravagant design resulted in high building 
costs, but Portman felt that the unique architecture 
would attract additional guests and meeting business 
to make up the difference. Hotel companies, however, 
were not convinced that the spectacular design could 
account for a substantial increase in business. Hilton, 
Sheraton, and other compa;Jnies were approached about pur-
, chas1ngandmanaging the project while it was still under 
construction, but they all turned down the offer, wary 
of the high cost of construction and the unusual design. 
When the project was more than half completed, 
a hotel company had still not been found and Portman 
and his partners had already invested a sizable amount 
of their own money· into the development. Finally, 
representatives of Hyatt Hotel Corporation in Burlingame, 
California, expressed interest in the project. 4 A 
small chain of airport and motor hotels, Hyatt was 
looking for new types of hotels to develop, and a new 
corporate image as well. The Portman proposal seemed an 
appropriate start. Arrangements were made for the purchase 
and management of the new property. 
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At the opening of the hotel, the lobby im-
mediately attracted public attention. Guests and 
non-guests walked through the lobby at all hours to 
absorb the spectacle. Shortly after the opening, 
reservations for individuals and groups were made for 
months and years in advance. The hotel companies that 
had turned down the opportunity to buy the hotel regretted 
their decision. 
It was clear that architectural design played an 
important p~rt in generating the hotel's popularity. 
The success of the A~lanta Hyatt forced-hotel professionals 
to rethink their approach to architectural design and 
architects to consider a wider range of possibilities 
inherent in commercial design. 
HYATT REGENCY O'HARE, CHICAGO, 1971 
The impact of the Hyatt Regency Atlanta design 
was overwhelming. The traveling public was delighted with 
the new type of hotel and was willing to pay higher prices 
or rearrange schedules to enjoy the accommodations. 
Meeting planners found the hotel an ideal antidote to 
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the tedium of conventions and annual meetings, and 
made reservations for their groups well into the 
next decade. The hotel ran at occupancy levels that 
even exceeded Portman°s optimistic predictions. 
Hyatt Corporation was prepared·i for the success. 
They had already secured the services of Portman 
for two more Regency hotels. The first, the Hyatt 
Regency O'Hare (figs. 91-95), locabed at the Chicago 
airport, opened in 1971. 5 Comprised of elements introduced 
in Atlanta, the Chicago property represented a refinement 
and reinterpretation of the new "atrium" hotel. 
From the outside, the hotel appeared to be a large 
cubic structure, anchored at each corner by a cylindrical 
tower, and crowned on the roof by a circular form 
enclosed in a square (fig. 90). The axial arrangement:. 
of circles and squares contrasted with the asymmetrical 
massing of the Atlanta hotel, but the components were 
the same. The rectangular mass, cylindrical reflective 
towers, the revolving roof-top structure were here rearranged 
in a symmetrical and well-balanced manner appropriate 
for the flat open site. 
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The inside of the building was occupied by an atrium 
lobby. It was half the height of the interior space in 
Atlanta because of the building restrictions at the 
airport site. The floor area, however, was four 
times as large as that of the hotel's predecessor. 
Elevators were at the core of the rectangular volume, 
connecting to guest room corridors by bridges through 
the space leading alternately to north and south halls, 
then east and west.(fig. 98). 
Because the lobby was divided into quadrants by 
corridor bridges, the space lacked the sense of unity 
present in Atlanta. But the different views offered in 
each section created a variety of spatial experiences, 
which was equally as exciting as the unified impact of 
the Atlanta interior. Moreover, the isolated airport 
property benefited from the complexity of the space, 
the nearest building being some distance from the hotel. 
Art work at the scale of the architecture adorned 
the space. In one quadrant, there rose a five-story 
metal sculpture "Upward Ritual" by Jean-Pierre Ghysels 
(fig. 91). Occupying the section diagonal from this was 
a mobile comprising 700 Japanese kites hanging from the 
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ceiling above. Lanscaping inside was extensive, including 
trees in the lobby, thick ivy hanging over corridor 
balconies (fig. 91), and potted plants throughout the 
public spaces. 
Areas for lounging in the lobby ranged from 
private alcoves along one wall to large groupings 
of sofas and chairs in central locations (fig. 93). 
Whatever seating arrangement was not serviced by a 
stationary bar was attended by small drink carts, 
another variation of the lobby bar concept. 
Soaring elevators provided visual delight again, 
based on the great crowd appeal of those in Atlanta. 
Portman did not invent the scenic elevator, which 
had been introduced in exhibition architecture of the 
mid-nineteenth century, and incorporated in a dramatic 
manner in the Eiffel Tower at the end of the century. 6 
Nor was he the first to include one in a hotel, since 
Mario Gaidano installed an elevator on the outside of' 
his tower addition to the F~·irmont Hotel, San Francisco, 
in 1962. The Atlanta architect was the first, however, 
to install a scenic elevator on the inside of a building, 
and create an interior setting that justified its 
presence. 
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A major difference between the O'Hare property and 
its Atlanta counterpart was in the amount and scale of 
meeting spaces (figs. :92, 94). In its isolated location, 
the Hyatt Regency O'Hare was similar to a resort hotel in 
that the most lucrative business would be groups, 
not individual travelers. Therefore, the lower stories 
were filled with convention facilities, including an 
entire registration facility separate from the main 
front office. Additional recreation and entertainment 
features were included as well to provide pleasure 
for the captive crowds. The hotel even offered an en-
closed swimming pool (fig. 95), circular in shape 
with a domed, sound-proof roof for a unique view of 
airborne traffic. 
The two hotels functioned differently in their 
respective locations. The Atlanta property offered 
attractive accommodation to guests; a series of restaurants, 
bars, and commercial concessions; a .. spectacular public 
meeting place in the downtown area; and interconpection. 
with other activities in the heart of the city. The 
O'Hare pr.operty was a self-contained environment, providing 
a full range of facilities to enable the guests to 
remain on the premises. 
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HYATT REGENCY SAN FRANCISCO, SAN FRANCISCO, 1973 
Following the O'Hare project, John Portman designed 
. 7 
a third hotel for Hyatt in San Francisco (figs. 96-101). 
Planned for a triangular lot, the building was actually 
a heptagon, a seven-sided form, twenty stories high at 
its crown. The mass of the building was. more readily 
comprehended as a prism, with two vertical walls and 
a sloping wall, meeting the other two to become the roof. 
Of the three hotels, the Hyatt Regency San Francisco 
was the most sensational. 
Inside the building, the seventee~-story atrium 
lobby reflected the prismatic shape of the exterior 
(fig. 98). The slanting wall carried banks of guest 
rooms inward and upward over the lobby space, further add-
ing to the· spectacle of the interior. The decor was 
exceptional, A great sphere of aluminum tubing, the 
work of sculptor Charles Perry (fig, 99), was at the 
core of the space. Five stories high, the sculpture 
was composed of intricate curves, a perfect foil to 
the angular setting. Beyond the sculpture, the floor 
was terraced, providing raised and recessed seating areas 
throughout the space (fig, 100). The setting was enhanced 
by live trees, fountains, even a running l::>rook. 
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Elevator capsules were located at the apex of 
the triangle, all visible at one time, as those in the 
Atlanta hotel. Their destination, in addition to 
guest room floors, was the revolving rooftop lounge, a 
facility the public now expected in each new Hyatt. 
The appeal of the feature was not necessarily the 360° 
view of the city; the O'Hare hotel had provided little 
8 in the way of scenery. Rather it was the vertical 
movement, experienced dramatically in the elevatnr 
capsules, combined with the horizontal revolution that 
appealed to tourists, conventioneers, and local resi-
dents of San Francisco. 
As the other two hotels by Portman, the 
Hyatt Regency San Francisco was designed as a convention 
hotel, with meeting facilities to accommodate more 
than the capacity of the guest rooms of the hotel. Its 
attraction was its shock value, its ability to lure 
visitors inside tb gape at·the space. The public 
space was larger, its shape more confusing than the other 
-
hotels, and sorrehow less amenable to relaxation and 
enjoyment. In the years since its opening, the manage-
ment has used the space for performances by Bay area 
entertainers, an attempt, perhaps, to humanize the space. 
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A controversial project, the Hyatt Regency San 
Francisco was considered by some to be cold and im-
personal, unsuccessful as an urban hotel. To others, 
it was a distinguished example of modern architecture. 
In any case, the building became a landmark. Located 
at the foot of Market Street, in Embarcadero .Center, 
an area that still awaited development, the hotel 
was not in the heart of commercial activity as was 
the Atlanta Hyatt. Nonetheless, the sensational 
design had a strong attraction for the public. As 
a semi-public monument and a financial success as well, 
the San Francisco Hyatt supported the concept that 
spectacular architecture could add to the market.value 
of the hotel operation. 
HYATT REGENCY HOUSTON, HOUSTON, 1972 
Architects and design professionals were 
impressed by the imaginative design of each new 
Hyatt by Portman. Hyatt Corporation was even more 
interested in popular features that were common to the 
three, particularly the atrium lobby, glass elevators, 
revolving rooftop lounge, and sidewalk cafes, which 
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recogqizable popular appeal. These features were 
becoming familiar to the traveling public, thus serving. 
as.:--the elements of Hyatt's new-corpo,rate image. Hyatt 
began to seek other architects and developers who 
would sponsor new Hyatt hotels based on the emerging 
trademarks of the corporation. At the same time, Port-
man was anxious to explore other possibilities, and the 
mutual working agreement between Hyatt and Portman came 
to an end. 
The Hyatt Regency Houston (figs. 102-106) was one 
of the first in a series of new Hyatt hotels of the 
e~r_ly seventies designed· by architects· other than John 
9 
Portman. Dedicated late in 1972, preceding the opening 
of the San Francisco property, the hotel was designed 
by a joint venture of three firms, including Caudill 
Rowlett Scott, which was known for its numerous academic 
and commercial structures. Designed to be a part of 
the dense new development in downtown Houston, the hotel 
was equipped with pedestrian bridges and underground con~ourses 
to connect with the other buildings. 
The exterior of the hotel (fig. 102) was designed 
to integrate visually with the rest of the development. 
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Faced with dark grey brick, the building duplicated 
the color and surface pattern of the neighboring 
Tenneco Building. The staggered-bay contour of the 
brick wall, reminiscent of Saarinan's C.B.S. Building, 
distinguished the hotel from the other buildings nearby. 10 
Generous landscaping and bold horizontal graphics en-
livened the otherwise somber appearance of the exterior. 
Inside, the atrium lobby (fig. 103) was, at 
thirty stories high, taller than any lobbies in Port-
man's hotels. In contrast to the great height, the 
floor area was relatively small. Triangular in shape 
and simple in decor; the lobby space maintained a human 
scale. The focus at the street level was a sunken 
lobby bar, landscaped with potted flowers and a few 
trees. Furnished with teak banquettes which could be 
used for seating or for setting down a drink, the lobby 
bar provided a pleasant and popular social place. 
A notable distinction from earlier Hyatts was the 
design of the elevators. The cabs were enclosed within 
the elevator banks,, not attached to the outside. Both the 
cabs and the tracks along which they ran were outlined 
with small light bulbs, creating a peculiar linear pattern 
in constant motion. Additional elevator cabs were installed 
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on the exterior of the building, providing a view 
of the city outside the hotel. 
While the hotel received less notice on a national 
scale, the Houston Hyatt was as popular to local 
residents and traveler's in its own setting as the 
more widely publicized hotels by John Portman. While 
the hotel was in some ways less stunning than Portman's 
projects, it proved to be equally as popular with the 
t . b . 11 raveling pu lic. 
CROWN CENTER HOTEL, KANSAS CITY, 1973 
Not all the notable new hotels of the early · 
seventies were developed by Hyatt or designed by 
Portman. Crown Center Hotel (figs. 107-112), focus 
of Hallmark's Crown Center in Kansas City, Kansas, was 
the result of the combined efforts of the greeting 
card company and the Chicago architectural firm, 
H d 
. 12 arry Weese an Associates. An ambitious develop-
ment scheme, Crown Center (figs. 107, 108) occupied the 
site of a decaying manufacturing district, half way 
between downtown Kansas City and the outlying suburbs. 
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Before construction of the hotel, the Center 
contained a row of low office structures designed 
by Edward Larrabee Barnes, and a system of vegetation 
and fountains. The site of the hotel included a mammoth 
outcropping of rock, rising seventy feet above the 
street level. Cherished by local residents as 
"Signboard Hill," the landmark was not treated as 
an obstacle to construction, but was incorporated into 
the ho.tel structure as a focal point of the lobby. 
The hotel was designed as two structures: 
a five-story lobby section at the base of the rock 
cliff and a fifteen-story guest room tower rising from 
the side of the cliff (fig. 108). Where the two 
sections met, at the fourth lobby level, the limestone 
was exposed, serving as a backdrop to an indoor water-
fall and the setting for a tropical garden (fig. 111). 
As Portman had found earlier, natural vegetation with 
movement and sound attracted great attention in a lobby 
area. 
Other features popularized in recent hotels were 
included. A large sunken lobby bar occupied much of 
the main lobby level, at the center of the commercial 
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facilities (fig. 109). A rooftop lounge was perched 
atop the building, but in this case it was square and 
non-revolving. Elevators rode tracks along the outside 
of the building to cc;3.:pture views of Crown Center ana 
beyond. 
The urtique feature of the hotel, .aside from its 
indoor waterfall, was its link to the rest of Crown 
Center. A wide passageway at the back of the main 
lobby revel fed directly into the Center's large 
shopping mall (fig. 109). So effective was this 
connection that occasionally the crowds passing between 
the two areas became too large, and a blockade of potted 
palms, chairs, and tables was set up in the passageway 
to discourage the cross-traffic. Most important was the 
success of the entire center within the city.· Situated 
in an otherwise dismal section at the outskirts of town, 
the development provided a new center of activity 
for the Kansas City area.-
NEW DIRECTIONS 
In the early seventies, the transformation of 
the convention hotel coincided with changes in other 
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types of urban and resort hotels. The Marquette Inn, 
a downtown Minneapolis hotel with less than 300 rooms 
and only one meeting room, was part of a development 
equally as spectacular as Embarcadero or Crown Centers. 
Designed by Philip Johnson and John Burgee, the I.D.s. 
Center of 1973 (figs. 113-117) included the nineteen-
story Marquette Inn, a 51-story office building, a 
smaller office structure of eight stories, and a two-
story building containing small shops and a large 
Woolworth Store. 13 
From a distance,_ the focus of the project was 
the I.D.S. office building (fig. 113), towering over the 
skyline of the midwestern city, its glass surface 
reflecting buildings below and sky above. Within the 
developmen~ however, the main feature was the space 
between the four buildings (figs. 114, 116, 117), which 
formed a five-sided courtyard, the center of activity. 
The space was covered by a sloping canopy comprised 
of clusters of glass and plastic cubes (figs. 113, 116). 
The transparent, honey-comb-like roof transformed sun-
light to shimmering reflections, dramatizing the public 
space. 
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Accessible to sidewalks by four entrances and to 
surrounding buildings by second-story pedestrian bridges 
(fig. 115), the courtyard housed a variety of shops, 
seating arrangements, balcony restaurants, and sidewalk 
cafes. It was more of a public arena than a hotel lobby 
since entry was in no way restricted. As a great space 
covered by a dramatic skylight, the I.D.S. court seemed 
to be the modern equivalent of glass and iron galleries of 
the mid-nineteenth century, particularly the well-known 
"Galleria" in Milan (1865-1877). 14 While the latter was 
formal in plan, and was as much a promenade as a meeting 
place, both :provided an attractive shelter in the 
midst of dense urban development. 
A very different interpretation of the great lobby 
space could be found in Las Vegas hotels in the post-war 
period. As the gambling capital of the country and the 
center of popular nightclub entertainment, Las Vegas was 
the site for a new kind of hotel in the past fifteen 
years. Hotel lobbies doubled as casinos, with dining 
and «rinking facilities available, but of secondary 
importance. The largest function room of the Las Vegas hotel 
was the night club, similar in size and equipment as 
the main ballroom of an urban hotel, but far more spec-
tacular to accommodate performances of star entertainers. 
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In the forties and fifties, Las Vegas hotels 
had competed with each other for guests of the 
gambling trade, By the late fifties, conventions had 
become important to the city 9 s economy, as in other 
resort areas in the United States. The group meeting 
business, which included doctors, salespeople, scientists, 
teachers, bridge players, i, e,, the same groups that 
were convening in Chicago and Miami, encouraged hotel 
owners to expand their facilities and attract a broader 
audience, 
A successful example of the Las Vegas gambling 
and convention complex was Caesar's Palace (fig, 118-121) 
by Miami architect Melvin Grossman, completed in 1967. 15 
A complex of buildings including casinos, restaurants, 
bars, night clubs, auditoria, meeting rooms, stores, 
pool and tennis facilities, the hotel spread over a vast site 
(fig. 120) the low 3tructure in front curving to welcome 
motorists arriving on the great landscaped drive (fig. 
119). 
The style and decor had something for everyone, 
as pointed out by Robert Venturi et al,: 
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••• The front colonnade is San Pietro-Bernini 
in plan b.ut Yamasalti in vocabulary and scale; the 
blue and gold mosaic work is Early Christian 
tomb of Galla Placidia ••• Beyond and above is a 
slab in Gio Ponti Pirelli-Baroque, and be~ond that, 
in turn, a low wing in new-Classical Motel Moderne. 
Economics has vanquished symmetry in a recent 
additiono But the new slab and the various styles 16 are integrated by a ubiquity of Ed Stone screens ••• 
In this observation of Caesar's Palace, Venturi 
has subjected to analysis a building that was intended 
to be enjoyed and patronized, but not closely evaluated. 
The hotel was designed to be as "Roman" as the Fon-
tainebleau was "French." The buildings, along with 
the interior decor, the themes of the casinos and bars, 
the Roman garb of the employees were created to evoke 
the sense of a pleasure palace, the romantic image of 
its historical namesake, without regard to archaeological 
accuracy. 
The M.G.M. Grand (figs. 122-124) built in Las Vegas 
in 1973 could not compete with Caesar's Palace in atmosphere 
or charm, but it momentarily eclipsed the popularity of 
the earlier hotel when it became "the" hotel to visit 
d ' h 11 ' ' ' 
17 
uring t e years fo owing its opening. Located 
across the boulevard from Caesar's Palace, the Grand 
contained over 2000 rooms and a lobby/casino the size of 
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a football field. The new hotel attracted attention 
by its scale alone. 
A mammoth base and towering L-shaped slab in 
form (fig. 122), the building included the variety 
and range of facilities to constitute a small, self-
contained city. There were eleven restaurants and 
twenty-five bars, two fully-equipped night clubs, 
a complete "first-run" movie theater, and convention 
facilities that could handle up to 10,000 people at one 
time. The M.G.M. Grand was the first hotel to offer 
an entire 2000-seat arena for Jai Alai, .a South 
American sport popular for its gambling appeal. 
Most overwhelming in its scale was the lobby/casino 
(fig. 123, 124). At one hundred and forty yards long, the 
space had forty-five blac~jac'J~ tables., three roulette 
wheels, ten crap tables, six sunken courts for Baccarat, 
and one thousand slot machines. The low, dimly-lit 
setting with twenty-four hour games and diversions was 
the epitome of the Las Vegas lobby as characterized by 
Venturi: 
••• The combination of darkness and enclosure 
of. the gambling room and its subspaces make for 
privacy, protection, concentration, and control. 
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The intricate maze under the low ceiling never 
connects with outside light or outside space. 
This disorients the occupant in space and time. 
He loses track of where he is and when it is. 
Time is limitless, because the light of noon and 
midnight are exactly the same ••• 18 
The Las Vegas lobby/casino contrasted sharply 
with Hyatt's atrium lobbies and the courtyards of 
new urban projects. It shared one characteristic, how-
ever, with the new types of lobbies in urban and Miami 
Beach hotels, the element of the spectacular. 
Just when the lobbies of football field pro-
portions and skyscraper heights have become.standard 
features for many new hotels, another type of hotel 
development is emerging that may overshadow its pre-
decessors. Projects by John Portman in Detroit (fig. 125) 
and Los Angeles (fig. 126), and proposed for Times 
Square in New York (fig. 127).feature enormous cylindri-
cal towers of reflective glass for a hotel, surrounded 
by lower buildings with offices, apartments, shops, 
d t . 'l't' 19 an recrea ion faci i ies. 
One project that was completed in 1976 already 
demonstrates the potential impact of the new designs. 
The tallest hotel building in the world, John Portman•s 
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Peachtree Plaza (figs. 128-133) stands a few blocks 
from the Atlanta Hyatt, near the heart of Peachtree 
Center. 20 At its base, nine stories of public areas 
hover over a base of water, the first indoor hotel "lake" .. 
(fig. 132), which in turn is traversed by bridges for 
guest circulation and "peninsulas" for a Place to lounge. 
Rising through the lobby are columns of reflective glass-
(fig. 131), repeating the exterior image of the hotel 
(fig. 129). 
Elevators soar along the outside of the building 
to the rooftop restaurant at the crown (fig. 133). 
This revolving facility occupies three levels, not one, 
providing a double panorama of the people inside and 
the city outside and below. Even the function rooms 
of the hotel are of exceptional design. A series of 
meeting rooms overlook the atrium lobby from the seventh, 
eighth, and ninth floors, and the ballroom below ~treet 
level is three stories high, the top two comprising 
circular tiered balconies. 
The projects being constructed in Detroit and 
Los Angeles include central structures similar in 
design to Peachtree Center. .The difference is that in 
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Detroit and Los Angeles, the hotel will only be a part 
of the entire development. Its form will be reflected 
in subsidiary towers arranged symmetrically around the 
hotel, interconnected by a network of passageways throughout 
the complex. The hotel tower in these developments will 
serve as both the functional and visual center, the embodi-
ment of Portman principles first introduced in the Hyatt 
Regency Atlanta. 
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NOTES: 5. TRANSFORMATION, 1967-1976 
1. See Catalogue entry #19; "Back to Babylon," Interiors 
126 (July 1967): 68ff; "Hyatt Regency: A 'New Hotel,'-" 
Atlanta Journal_ (3 February 1974): n.p.; "John 
Portman of Peachtree Center," Atlanta Magazine 
(August 1967): n.p. Another source was Dale Schuette, 
Rooms Division Manager, Hyatt Regency Atlanta, 
10 April 1974. 
2. For information on early projects by Portman, see 
"Medical Building Will be on Stilts," Architectural 
Forum 102 (March 1955): 21; "He Creates His Own 
Jobs," Architectural Forum 112 (February 1960): 13; 
and "Shopping Center for Atlanta," Architectural Forum 
112 (April 1960): 69f. After gaining attention for 
the design and development of the Hyatt Regency 
Atlanta, Portman became the subject of articles in 
national business and news magazines. See "Portman: 
A New Force in Rebuilding Cities," Fortune (November 
1971): n.p.; "Portman 9 s Formulas: Big Spaces, Flam-
boyant Forms," _New York Times Magazine (18 August 
1973) : n. p. ; ''The Portman Styl.e," Newsweek ( 23 Sep-
- t ember 1 973) : n. p. ; and Gurney Breckenf ield, "The 
Architects Want a Voice in Redesigning America," 
Fortune (November 1971): n.p. Another source was 
a brief but memorable interview with the architect, 
10 April 1974. 
3. See Le Corbusier, Towards a New Architecture, p. 103. 
4. Hyatt Corpo~ation purchased its first property, 
a small motor hotel near Los Angeles International 
Airport, in 1957. The company gained some attention 
with the restoration of the Mills Hyatt House in 
Charleston, South Carolina in the late sixties. The 
opening of the Hyatt Regency Atlanta in 1967 initi-
ated a period of great expansion for the chain, the 
Atlanta property setting a trend for "large, archi-
tecturally spectacular luxury hotels in key cities 
across the sountry." source was brochure about Hyatt 
Corporation and Hyatt International Corporation, 
distributed by the corporate office in Burlingame, 
California. 
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5. See "More than a Hotel - a Piranesian City," Interiors 
131 (August 1971): 7lff; "A Good Idea Whose Idea Has 
Come - Again," Progressive Architect:ure 52 (Sept.ember 
1971): 122ff; "$40 Million Days This Lady is No Tramp," 
Institutions/Volume Feeding Management (15 June 1971): 
n.p.; "Traveler's Respite: The New Regency Hyatt at 
Chicago's O'Hare Airport," Architectural Forum 135 
(September 1971): 7ff. 
6. See Sigfried Giedion, Space, Time, and Architecture: 
The Growth of a New Tradition fourth ed., enlarged 
(Cambridge: Harvard University Press, 1962), pp. 206ff. 
7. See "An.Outside, Inside," Architectural Forum 140 
(November 1973): 46ff; "Portman•s Most Animated Atrium 
Yet," Interiors 133 (October 1973): 78ff; and 
"Savoir Faire in San Francisco," Interior Design 
44 (July 1973): 58ff. 
8. Hyatt Corporation was not the first to introduce 
the revolving rooftop lounge in a hotelo The resort 
motel Pier 66 in Ft. Lauderdale, Florida, was expanded 
with a tower addition in 1965 which featured such 
a revolving facility, for ex;;:tmple. 
9. See Hyatt Regency Houston," Interiors 132 (April 1973): 
78ff and "Houston's H7att Regency: Coherent Expression 
of Multi-Use Space," Architectural Record 155,· (May 
1974): 152ff. Another source was Richard Nelson, 
General Manager, Hyatt Regency Houston, 6 April 1974. 
10. See Chapter 4, note #31. 
11. An ironic example of Portman•s innovations applied 
to hotel design by another architect was the addi-
tion to Stouffer's Riverfront Hotel in St. Louis 
in 1975. The elliptical structure was designed with 
a courtyard and atrium over twenty stories high, 
including suspended terraces, interior landscaping 
and pools, and exposed elevator cabs. The architect 
of the hotel was the key advocate of efficiency and 
economy of space in modern hotel design, William 
Tabler. See "Building Types study #485," Archi-
tectural Record 159 (February 1976): 109. 
12. See "Crown Center," Interiors 132 (July 1973): 48ff 
and "Harry Weese: Crown Center Hotel," Interiors 130 
(November 1970): lOff. 
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13. See "A There, There," Architectural Forum 140 
(November 1973): 52ff and "Marquette Inn's 
Crystal Clarity," Interiors 134 (April 1975): 
64ff. Another source was H. R. Bell, Vice President 
and General Manager, Marquette and Northstar Inns, 
15 July 1974. 
14. See Henry-Russell Hitchcock, Architecture: Nineteenth 
and Twentieth Centuries (Baltimore: Penguin Books, 
1958), pp. 146f, plate 75A. 
15.· See Robert Venturi, Denise Scott-Brown, and 
Steven Izenour, Learning From Las Vegas (Cambridge: 
M.I.T. Press, 1972), p. 48ff. 
16. Venturi et al., Las Vegas, p. 48. 
17. An analysis of the scale of the M.G.M. Grand may 
be found in "The Biggies Are Back," Hospitality 
News (May 1974): 25ff. 
18. Venturi et al., Las Vegas, p. 44. 
19. See Rel:'laissance Center," Architectural Record 154 
(September 1973): 37ff. 
20. See "Peachtree Center Plaza," A.I.A, Journal 63 
(April 1975): 44f; "High Rise, High Fashion, High 
Hopes, High Stakes," Atlanta Journal and Constitution 
Magazine (8 February 1976): Sf; Paul Goldberger, 
"Skillful Use of Spaces Marks Portman•s Design," 
New York Times Magazine (17 March 1976), Po 66; and 
Calvin Trillon, "A Travelling Person Marooned on a 
Cocktail Island," New Yorker (19 March 1976), pp. 102ff. 
The latter is a lively description of the experience 
of visiting the new hotel, with comments about the 
architect: 
John Portman, the Atlanta architect and 
developer who built the Peachtree Plaza, more 
or less invented the concept of using boffo 
lobby design as entertainment. I suppose it 
could be argued that the lobbies designed in 
the early fifties by Morris Lapidus, who is to 
hotel architecture what Harold Robbins is to 
literature, provided a ~ertain amount of 
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entertainment in Miami Beach. But the 
Lapidus lobbies are a quick show: the guest 
ta'J{es a loo'k, either marvels at the opulence 
or giggles at the grossness, and then hurries 
off so he can get to the pool before all the 
guests take the best chaise longues. Nobody 
had a drink in a new Lapidus lobby; practically 
nobody ever sat in one. They were just there 
on display. The lobbies built or inspired by 
Portman, as part of commercial hotels rather than -
resort hotels, are certainly meant as display ••• 
but they are also meant to serve the same function 
for all of us bored and lonely Traveling People 
as the pay-T.V. movies in the guest room ••• 
I was slightly distressed to learn that the 
managers of Peachtree Plaza believe that all it 
takes to keep us entertained is a ride up and 
down in an elevator, and I'm even more distressed 
to have to admit that they're right ••• (p. 102f) 
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CONCLUSION 
Three decades have passed since the completion of 
the first modern convention hotel. In that time, the 
building type has become a vehicle for innovations in 
commercial and public spaces. Hotel professionals have 
generally accepted the p~inciple that good architecture 
can improve.,business. ArQhitects acknowledge that 
the requirements of commercialism can be channelled 
to produce exceptional architecture. 
The development of the convention hotel in the post-
war period was undoubtedly affected by current trends 
in architectural theory and criticism, hew discoveries in 
construction techniques and planning, as well as the parti-
cipation of progressive architects in hotel design. Most 
innovations, however, were introduced to benefit the 
hotel's operation. Design features were evaluated in 
terms of efficiency, cost, market value, and popularity, 
rather than on the basis of aesthetics. William Tabler~& 
cost-saving devices, ·Morris Lapidus' movie-set decor~ 
John Portman's sensational lobbies were designed to 
facilitate the operation or please the user. In any 
case, the intention was to draw guests to the property, 
lffi 
without which the building would have no £unction. 
Perhaps a building type that is designed to 
market its owri facilities is uniquely appropriate 
to the post-war period. Architecture that depends 
on popular appeal for its success, such as hotels, 
motels, restaurants,· and stores, may well be recalled 
as monuments to the_ commercial character of this age. 
It may be argued that these buildings. encompass all that, 
is .material.istic, competitive, and superficial in our 
culture, but there is an undisguised pleasure, a sense 
of freedom, a fulfillment of certain American dreams, 
however objectionable, that is experienced by the users 
of such buildings. 
At its best, the modern convention hotel provides 
comfort and entertainment, a suitable place for business 
or pleasure. Criticized for its display of artificial 
styles and frivolous decor, the convention hotel is not 
intended to meet the formal requirements of contemporary 
critics. Its very popularity and success suggest that 
these concerns may be irrelevant to this form of 
architecture. 
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It is unfortunate that commercialism in design 
is mistrusted by historians and critics. The desire 
for fun and excitement is a part of the American charac-
ter, part of a culture that has been affected by periods 
of intense affluence and widespread despair. Monuments 
of pleasure and comfort play an important role in curr~nt~ 
life s~yles. By ignoring most of this architecture, 
historians have bypassed a rich source of material on 
the nature of design in America. The recently· built 
convention hotels of exceptional design may a~fect 
this attitude. With such evidence Qf quality, architectural 
historians might redefine the role of commercial building 
types that have been rlisregarded in the study 
of modern architecture. 
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APPENDIX I: CATALOGUE OF SELECTED HOTELS 
1. Hotel Statler, Washington, D. c., 1943 
2. Hotel Proposal for Syracuse, New York, 1943 
3. Terrace Plaza, Cincinnati, 1948 
4. Shamrock, Houston, 1949 
5. Statler Center, Los Angeles, 1952 
6. Hotel Statler, Hartford, 1954 
7. Hotel Statler, Dallas, 1956 
8. Shelborne, Miami Beach, 1941 
9. Fontainebleau, Miami Beach, 1955 
10. Beverly Hilton, Beverly Hills, 1955 
11, Americana of Bal Harbour, Bal Harbour, 1957 
12. Americana of New York, New York, 1962 
13. Sheraton-Dallas; Dallas, 1959 
14. Pittsburgh Hilton, Pittsburgh, 1960 
15. New York Hilton, New York, 1963 
16. Century Plaza, Los Angeles, 1966 
17. Hyatt Regency Atlanta, Atlanta, 1967 
18. Hyatt Regency O'Hare, Chicago, 1971 
19. Hyatt Regency San Francisco, San Francisco, 1973 
20., Hyatt Regency Houston, Houston, 1972 
21. Crown Center Hotel, Kansas City, 1973 
22. Peachtree Plaza, Atlanta, 1976 
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HOTEL STATLER, WASHINGTON, D. C., 1943 
(currently Statler Hilton) 
Holabird and Root, architects 
John w. Harris, Associates, Inc., builder 
Trylon Studios, interior designers 
Hotels Statler Company, Inc., original owner 
819 rooms, 13 stories 
Site 
Location: 16th and K Streets, N. w., two blocks from 
White House 
Size: approximately l½ acres 
Development: landscaped pedestrian entrance on 16th 




Exterior finish: limestone, granite 
Windows: plate glass, glass block, steel sash 
Interior finish: plaster, marble, tile, wood 
Floors: tile 
Facilities 
Basement: laundry, pantry, storage, mechanical 
equipment, employees' locker rooms and cafeteria 
Grollnd floor: front office, lobby, shops, dinihg room, 
breakfast room/cocktail lounge, supper club, 
bar, two-story entrance foyer 
2nd floor: 3 ballrooms, 3 meeting rooms, 5 private 
dining rooms, banquet kitchen 
3rd to 8th floors: guest rooms, approximately 120 
per floor 
9th to 12th floors: tower guest rooms, approximately• 
20 per floor 
14th floor: mechanical equipment 
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WASHINGTON STATLER, continued 
Notable Features 
Convention facilities: total meeting capacity (3500) 
exceeds total guest capacity (1500) despite hotel 
room shortage in Washington, D. c., at time project 
was planned 
Ground floor plan: entrances and corridors arranged to 
that pedestrians separated from motorists, hotel 
guests from conventioneers; two-story entrance 
foyer innovative at time of construction 
Lighting: variety of new techniques including cold 
cathode tube lighting for full range of color and 
brightness in public areas 
Major Changes 
Ownership: Hilton Hotels Corporation since purchase 
of Statler Company in 1954 
Access: 16th Street entrance redesigned as motor 
entrance 
Accommodations: number of guest rooms reduced to 806 
. after conversion of some guest rooms to suites 
References 
"Washington Statler," Architectural Forum 77 (June 
1943): 6lff. 
"Setting New Planning Standards," Architectural 
Record 94 (September 1943): 70ff. 
J. w. Root, "Hotels and Apartment Hotels," in Forms 
and Functions in Twentieth Century Architecture, 
ed. Talbot F. Hamlin, 4 vols. (New York: Columbia 
University Press, 1952), vol. 3: Building Types, 
pp. 113ff. . 
Brochure and convention sales booklet distributed by 
the hotel. 
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HOTEL PROPOSAL FOR SYRACUSE, NEW YORK, 1943 
.Oscar Stonorov and Louis I. Kahn, architects 
200 rooms, 13 stories 
Site 
Location: corner of Main Street and proposed 
pedestrian mall in downtown Syracuse 
Size: approximately 1 acre 
Development: pedestrian and motor entrances, motor 
court and drive, row of shops to screen parking, 
landscaped arcade to join hotel with mall 
Materials 
Frame: steel 
~xterior finish: marble, aluminum, plastic 
Windows: thermo-pane glass with aluminum sash, 
glass block in ballroom 
Interior finish: wood, plastic 
Floors: marble, parquet · 
Facilities 
Basement: kitchen, laundry, barber, garage 
Ground floor: front office, lobby, shops, bar, 
cafeteria, restaurant, pantry, entrance foyer 
2nd floor: ballroom, 2 meeting rooms, 4 private 
dining rooms, writing room, employees' rooms 
3rd to 12th floors: guest rooms, 19 rooms and one 
suite per floor 
Penthouse: gymnasium, swimming pool, lounge 
Notable Features 
Structure: interior columns designed to bear wind 
pressure, enabling expansive window area, 
Form: broad base for public facilities and narrow tower 
for guest rooms indicative of future hotel _design 
Plan: ground floor facilities planned to integrate with 
pedestrian mall and surrounding development, also 




HOTEL PROPOSAL, continued 
References 
"New Buildings for 194X," Architectural Forum 78 
(May 1943}: 74ff. 
"Louis I. Kahn," L'Architecture d'Aujourd'hui 
(February 1969): 94. 
"Hotel Competition, 1943" (o~iginal drawings}, 
Estate of Louis I. Kahn, Philadelphia. 
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TERRACE PLAZA, CINCINNATI, 1948 
(currently Terrace Hilton) 
Skidmore, Owings and Merrill, architects and 
· interior designers 
Frank Messer Sons, Inc., contractor 
Thomas Emery's Sons, Inc., original owner 
324 rooms, 18 stories (9 stories for hotel) 
Cost: · approximately $16,000,000 
Site 
Location: 15 West 6th Street, one block from 
Netherlands Plaza, a large pre-war hotel, in 
downtown Cincinnati 
Size: approximately 1 acre 




Exterior finish: oversize (2"x4"xl2") yellow brick 
Windows: plate glass 
Interior finish: stainless steel, marble 
Facilities 
Basement: cafeteria 
Ground to 7th floors: 2 retail operations, offices, 
showrooms, broadcase studio 
8th floor: front office, lobby, dining room, break-
fast room/cocktail lounge, outdoor terrace 
9th to 12th, 14th to 18th floors: guest rooms, 32 
per floor 




Plan: retail stores and hotel operation combined in 
one building in form of massive base and tower 
Art work: black metal mobile by Alexander Calder in 
lobby, mural of abstract forms by Joan Miro on 
curved wall of rooftop restaurant, mural depicting 
Cincinnati by cartoonist Saul Steinberg in 8th 
floor dining room 
Architects: s.o.M., a firm to gain international 
recognition for their glass and steel office 
towers a few years after completion of this 
project 
Role of architects: participation in developrrent 
scheme, interior design, equipment and supply 
design 
Maier Changes 
Ownership: Hilton Hotels Corporation after purchase 
of hotel and nearby Netherlands Plaza in 1956 
Meeting facilities: meeting capacity of 600 added 
by conversion of some guest rooms, parts of 
public areas to function rooms 
Accommodations: number of guest rooms expanded to 
400 by conversion of some suites to guest rooms 
References 
"Penthouse Hotel," Architectural Forum 85 (December 
1946): 100ff. 
"Cincinnati's Terrace Plaza," Architectural Forum 89 
(December 1948): 82ff. 
"Terrace Plaza Revisited," Architectural Forum 105 
(August 1956): 133ff. 
Brochures and convention sales booklet for the 
Terrace Hilton and Netherlands Hilton, distributed 
by the hotel. 
SHAMROCK, HOUSTON, 1949 
(currently Shamrock Hilton) 
Wyatt Hendrick, architect 
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Robert Harrell, interior designer 
Glenn McCarthy, original owner 
1100 rooms, 18 stories 
Cost: approximately $21,000,000 
Site 
Location: South Main at Holcombe Boulevard, 4 miles 
from downtown Houston 
Size: approximately 5 acres 
Development: motor entrance, parking lot and garage, 
landscaped grounds, swimming pool and sun terrace 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior finish: brick 
Interior finish: marble, wood, stainless steel. 
Facilities 
Basement: laundry, machinery, storage 
Ground floor: front office, lobby, shops, coffee 
shop, restaurants, bar, supper club 
2nd floor: meeting rooms, exhibition area, offices 
3rd to 12th, 14th to 19th floors: guest rooms, 
approximately 70 per floor 
Notable Features 
Scale: night club, 10,000 square feet, largest in 
Houston at time of opening; swimming pool, 165 
feet long, longest hotel pool, in the world 
Location: first large post-war ho~el to be built 
outside a downtown area 
Owner: oil dealer and entrepreneur Glenn McCarthy, 




Ownership: Hilton Hotels Corporation since 1955 
Lobby: part of the space converted to cocktail lounge, 1975 
Pool area: 44 lanais (guest room with sun terrace) added 
Accommodations: reduced to 1000 by conversion of some 
rooms to suites 
3rd floor: some guest rooms converted to meeting use 
References 
"Shamrock," Life Magazine (28 March 1949): supplement. 
"Hotel: A Shamrock Grows in Texas," Architectural Forum 
90 (April 1949): 11. 
Brochure and convention sales booklet distributed 
by the hotel. 
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STATLER CENTER, LOS ANGELES, 1952 
(currently Los Angeles Hilton) 
Holabird and Root and Burgee, architects 
William B. Tabler, architect-in-charge 
Statler Studios, Inc., interior designer 
1275 rooms, 13 stories 
Cost: approximately $25,000,000 
Site 
Location: 930 Wilshire Boulevard, in downtown Los 
Angeles 
Size: approximately 3 acres 
Development: 2 motor entrances, pedestrian entrance 




Exterior walls: reinforced concrete 
Exterior finish: paint 
Floors: poured concrete 
Facilities 
Basement: 3-level parking garage 
7th Street level: lobby, shops, bar, laundry, storage, 
dishwashing, employees' rooms 
Wilshire Boulevard level: .t front office, lobby, cocktail 
lounge, -supper club, dining rooms, pool and terrace, 
shops, kitchen 
Ballroom level: 4 ballrooms, 11 private dining rooms, 
bar, terrace, shops, banquet kitchen 
Mezzanine: offices, maintenance shops, fan rooms 
2nd to 12th, 14th floors: guest rooms, approximately 
100 per floor 
Roof: cooling towers, mechanical equipment, fans 
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Notable Features 
Convention Facilities: total meeti~g capacity (2400) 
equal to guest room capacity 
Plan: Figueroa Street wing designed for office rental 
space 
Statler features: office wing (cf. Boston Statler, 1927); 
plan of meeting rooms (cf. Washington Statler, 1943) 
Structure: steel frame separated into five sub-frames 
to improve resistance to earthquakes 
Major Changes 
Ownership: Hilton Hotels Corporation since purchase of 
Statler Company in 1954 
Commercial facilties: lobby bar and shops added on 
Wilshire Boulevard level 
Meeting facilities: shops and terraces converted to 
meeting rooms on ballroom level 
Roof: heliport added after 1956 
Accommodations: number of guest rooms reduced to 
1200 by conversion of some rooms to suites 
References 
"$14,000,000 Hotel for Los Angeles," Architect 
and Engineer 166 (August 1946): 24ff. 
"$20,000,000 Los Angeles Center Combines Hotel and 
Office Units," Architectural Record 108 
(July 1950): 12ff. 
"Statler Center, Los Angeles," Architectural Record 
109 (March 1951): 89ff. 
"Engineering Aspects of Statler Center," Architectural 
Record 113 (May 1953): 127ff. 
Brochure and convention sales booklet distributed by 
the hotel. 
HOTEL STATLER, HARTFORD, 1954 
(currently Hartford Hilton) 
William B. Tabler, architect 
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Statler Studios, Inc,, interior designer 
Ernest Wottitz, staff designer 
George A. Fuller Company, contractor 
Hotels Statler Company, original owner 
455 rooms, 17 stories 
Cost: approximately $8,000,000 
Site 
Location: 10 Ford Street, adjacent to downtown area, 
railroad station, State Capital, city park 
Size: approximately 1 acre 




Frame: reinforced concrete 
Exterior walls: glass and aluminum curtain walls 
Floors: concrete slabs 
Ceiling finich: spackle 
Facilities 
Basement: mechanical equipment 
Ground floor: front office, lobby, shops, employees' 
rooms, services 
Terrace level: ballroom, assembly room, 4 private 
dining ro·oms, bar, supper room, coffee shop, 
kitchen, fans 
3rd floor: sample rooms (for traveling salespeople) 
4th to 12th, 14th to 18th floors: guest rooms, 34 per 
floor 
Roof: water towers, mechanical equipment 
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Notable Features 
Convention facilities: meeting capacity for 200 in 
12 possible arrangement 
Statler features: courtyard and multi-level lobby 
(cf. Statler Center) 
Si e: first Statler with less than 800 rooms 
Major Changes 
Ownership: Hilton Hotels Corporation since 1954 
Ground floor: some shops converted to restaurant 
and bar 
Terrace floor: supper room converted to ballroom 
Accommodations: reduced to 420 by conversion of some 
rooms to suites 
References 
"The Hotel That Research Built," Architectural Forum 
98 (April 1953): 138ff. 
Brochure and convention sales booklet distributed by 
the hotel. 
HOTEL STATLER, DALLAS, 1956 
(currently Statler Hilton) 
William B. Tabler, architect 
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Statler Studios, Inc., interior designer 
Ernest Wottitz, chief designer 
Robert E. McKee, contractor 
Hotels Statler Company, original owner 
Cost: approximately $16,000,000 
Site 
Location: 1914 Commerce Street, in downtown Dallas 
Size: approximately l½ acres 
Development: motor drive, some planting 
Materials 
Foundation: concrete 
Frame: reinforced concrete columns and concrete slab 
floors 
Exterior walls: curtain walls comprising panels of porcelain 
enamel, glass fiber, and asbestos cement; glass windows; 
and aluminum frames 
Floors and ceilings: exposed concrete slabs 
End walls: reinforced concrete 
Facilitie.s 
Sub-basement: laundry, boiler room 
Basement: storage, employees• rooms, garbage 
Ground floor: front office, shops, coffee shop, kitchen 
supper club and grill, sculpture garden with pool, 
3rd floor: sample rooms, fan rooms 
4th to 12th, 14th to 20th floors: guest rooms, 
approximately 64 per floor in 7 room types 
Roof: heliport, fans 
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DALLAS STATLER, continued 
Notable Features 
Structure: first use of two-column cantilever system 
in high-rise urban building in ib.e United States 
Art work: scupture of abstract form revolving on fountain 
base by Jose de Rivera; mural wall of opaque panels 
and openings in geometric design by H.J. Stow-
jowski, architectural designer 
Convention facilities: supper club capacity (500) 
greater tran any other in Dallas at time of open-
ing; meeting capacity for 3000 
Major Changes 
Ownership: Hilton Hotels Corporation since 1954 
Ballroom floor: meeting rooms added 
3rd floor: sample rooms converted to meeting use 
References 
"New Shape and Structure," Architectural Forum 103 
(June 1954): 136ff. 
"The Story of the Dallas Statler," Architectural Record 
115 (June 1954): 158ff. 
"The Dallas Statl.er Hilton: Studied Economy," 
Architectural Forum 104 (April 1956): 120ff. 
Brochuri.es and convention sales booklet distributed 
by the hotel. 
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SHELB0RNE, MIAMI BEACH, 1941 
Igor B. Polevitsky and T. Trip Russell, architect 
Albert Glass, interior designer 
Richard A. Belsham, structural engineer 
Exotic Gardens, landscape designers 
140 rooms, 14 stories 
Cost: approximately $1,500,000 
Site 
Location: 1801 Collins Avenue 
Size: approximately 1 acre 
Development: palm-lined motor drive, parking, 
motor entrance, terrace with pool and sundeck, 
landscaped walkway to ocean, ocean beach 
Materials 
Foundation: reinforced concrete with wood pilings 
Frame: steel 
Exterior walls: concrete block 
Exterior finish: stucco 
Windows: plate glass with steel and wood sash 
Interior finish: plastic, marble, glass, aluminum 
Roof marquee: poured concrete with tube lighting 
Facilities 
Basement: services, lockers for bathers 
Ground floor: front office, 2-story lobby, cocktail 
lounge, 2-level dining room, kitchen, employees! 
dining room 
Mezzanine: lounge overlooking dining room, terrace 
overlooking pool, game rooms, barber and beauty 
shops, upper part of lobby 
3rd to 12th, 14th floors: guest rooms, 13 per floor 
of which 11 have ocean views 




Strucure: one of few steel-frame buildings in area 
Plan: innovative use of terraces, split levels, 
2-story windows, free-standing stairway 
Style: s~ructure, plan, fenestration reflective of 
the International Style 
Major Changes 
Lobby: expanded in 1953 (Igor B. Polevitsky, architect) 
Accommodations: expanded to 215 with construction of 
a 9-story addition on Collins Avenue side in 1954 
(Igor B. Polevitsky, architect) 
Pool area: cabana club added in 1954 
Air conditioning: installed in original tower in 1955 
References 
"The Shelborne Hotel, Miami Beach," Architectural 
Record 90 (July 1941): 4lff. 
"Designed for an Ocean View," Interior Design and 
Decoration 17 (August 1941): 22ff. 
Florida Architecture and Allied Arts (Miami: Florida 
Architecture and Allied Arts Corporation, 1941), 
p. 32. 
"How to Attract Conventions," Architectural Forum 98 
(January 1953): 112f. 
Brochure distributed by the hotel. 
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FONTAINBLEAU, MIAMI BEACH, 1955 
Morris Lapidus, architect and interior designer 
Maxwell Company, supplier of interior furnishings 
Sashet and Bennett, consulting engineers 
Fred B. Strssau, landscape designer 
Ben Novak, original owner 
565 rooms, 14 stories 
Cost: approximately $13,000,000 
Site 
Location: 4441 Collins Avenue, site of old 
Firestone estate 
Size: approximately 8½ acres, 1200 feet of beach 
Development: 3-lane motor drive lined with palms 
and flags, fontain, sculpture in front; ~qrmal 




Frame: reinforced concrete 
Exterior finish: stucco, marble, terrazzo 
Interior finish: marble, wood, tile, formica, plastic, 
aluminum, plexiglass, gliass 
Facilities 
Lower level: coffee shop, cocktail lounge, shops, 
kitchen, laundry, boiler room 
Lobby level: front office, reception lobby, main 
lobby, garden lobby, music room, supper club, 
lounge, main ballroom, dining room 
Mezzanine: card room, 2 private dining rooms 
3rd to 12th, 14th to 15th floors: guest rooms, 




Lobby: 17,000 square feet, largest in Miami Beach 
at time of opening; "French" decor 
Convention facilities: meeting capacity (3000) greater 
than any in Miami Beach at time of opening 
Plan: building in the form of an arc facing the ocean 
Major Changes 
Accommodations: expanded to 1000 with construction of 
Fontainebleau Towers (1960) and to 1300 with 
Fontainebleau South (1963) 
Convention facilities: expanded with constru::tion of 
West Ballroom (seating capacity 5000) and Grand 
Gallery (30,000 square feet of exhibition space) 
by Gerald Ward, interior designer, and A. Herbert 
Mather, architect in 1960. 
References 
"Fontainebleau: Miami's Hotel of the Year," Interiors 
114 (May 1955): 88f. 
"New Addition to the Fabulous Fontainebleau," Architectura] 
Forum 112 (March 1960): 64ff (advertisement). 
"More Fontainebleau," Interiors 120 (May 1961): 110ff. 
Brochure and convention sales booklet distributed by 
the hotel. 
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BEVERLY HILTON, BEVERLY HILLS, 1955 
Welton Becket and Associates, architects, engineers, 
and interior designers 
David Williams, staff designer 
Del E. Webb Construction Company, contractor 
Hilton Hotels Corporation, original owner 
450 rooms, 8 stories 
Cost: approximately $17,000,000 
Site 
Location: 9876 Wilshire Boulevard, on corner of Wilshire 
and Santa Monica Boulevards, 8½ miles from downtown 
Los Angeles 
Size: approximately 5 acres 
Development: 2 motor entrances, parking lot, planting, 
swimming pool and terrace, cabanas, 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior finish: stucco 
Interior finish: marble, glass, stainless steel 
Facilities_:_:_ , 
Basement: 2-level parking garage 
Lower level: coffee shop, bar, kitchen, laundry 
Lobby level: front office, lobby, shops, dining rooms, 
cocktail lounge, ballroom, 5 private dining rooms 
2nd to 7th floors: guest rooms, approximately 67 per 
floor, 46 with balconies 
8th floor: circular lounge, gourmet restaurant, suites 
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Notable Features 
Luxury amenities: spacious guest rooms (175 square feet), 
93,000 square feet of exclusive shops, 6 restaurants 
and bars 
Group facilities: ballrooms and private dining rooms 
(seating capacity 1500) designed for social 
events, not conventions · 
Significance for Hilton chain: Hilton's first new 
post-war hotel in the United States, serving as 
a flagship for the chain 
Major Changes 
Group Facilities: dining room expanded to be.come large 
ballroom (1958), used for conventions after 1965 
Accommodations: expanded to 490 by construction of 
2-story addition near pool (1958), to 690 by con-
struction of Fountain Lanai Building (1967), 
Shops: many converted to offices and meeting rooms 
References 
"Where to Put a City Hotel," Architectural Forum 98 
(January 1953): 114ff. 
"Two Kinds of Hotels," Architectural Forum 104 (April 
1956) : l 24ff •. 
Brochure and convention sales booklet distributed by 
the hotel. 
"A Hotel is Born," 1955 film of construction and opening 
of hotel available from office of the General Manager. 
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AMERICANA OF BAL HARBOUR, BAL HARBOUR, 1957 
Morris Lapidus, architect and interior designer 
Loews Corporation, original owner 
475 rooms, 15 stories 
Cost: approximately $17,000,000 
Site 
Location: 9701 Collins Avenue, on ocean, north of 
Miami Beach 
Size: approximately 10 acres 
Development: landscaped motor entrance, swimming pool 
with terrace, gardens, dance pavilion, beach 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior finish: stucco, white-washed brick 
Interior finish: marble, wood, tile, glass, mosaic, brass 
Facilities 
Lower level: shops, meeting rooms, coffee shop, 
restaurant, patio, base of terrarium 
Ground floor: front office, circular two-level lobby, 
lounge, dining room, supper club, sun deck, 
middle of terrarium 
Mezzanine: meeting rooms, top of terrarium 
2nd to 12th, 14th to 15th floors: guest rooms, approxi-
mately 35 per floor, most with balconies 
Penthouse: health club, terrace, mechanical equipment 
Notab~e Features 
Scale: spacious lobby (16,000 square feet), large 
terrarium (35 feet in diameter, 40 feet high), large 
guest rooms (10% larger than any in area at opening) 
Theme: "The art and culture of the Western Hemisphere" 
Art work: mosaics, murals, sculpture, parintings 
costing over $100,000 
Windows: all guest room windows designed to face ocean 
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AMERICANA OF BAL HARBOUR, continued 
Major Changes 
Ownership: American Airlines since purchase of Americana 
hotels from Loews in 1967 
Convention facilities: expanded by construction of new 
ballroom (seating capacity 3300) and exhibition hall 
in 1959 
Accommodations: expanded to 750 with construction of 
1959 addition 
References 
"The Americana: Lapidus' Latest, Biggest, Most Luxurious, 
and, in his Opinion, Purest Hotel," Interiors 116 
(April 1957): 103ff. 
"A.I.A. Quests for Quality (in Miami Beach)," Architectural 
Forum 118 (July 1963)i 5ff. 
Henry End, Interiors Book of Hotels and Motor Hotels 
(New York: Whitney Library of Design, 1963), pp. 153ff. 
John w. Cook and Heinrich Klotz, Conversations with 
Architects (New York: Praeger Publications, 1973), 
pp. 153ff. 
Brochure and convention sales booklet distributed by 
the hotel. 
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AMERICANA OF NEW YORK, NEW YORK, 1962 
Morris Lapidus, architect and interior designer 
Loews Corporation, original owner 
2000 rooms, 52 stories 
Cost: approximately $50,000,000 
Site 
Location: 52nd Street and Avenue of the Americas, 
a broad boulevard with much new commercial 
construction in the post-war period 
Size: approximately 2 acres 
Development: building fills lot 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior finish: marble, aluminum, tile 
Interior finish: marble, tile, wood, metals 
Facilities 
Basement: parking garage 
Lower level: exhibition hall, coffee shop, club, bar 
Lobby level: lobby, front office, shops, cocktail 
lounge, supper club 
2nd floor: 4 ballrooms, meeting rooms, ballroom foyer 
3rd floor: 2 ballrooms, 15 meeting rooms 
4th floor: 3 meeting rooms, offices 
5th floor: 3 meeting rooms, guest rooms 
6th to 12th, 14th to 53rd floors: guest rooms, 
approximately 40 per floor 
Notable Features 
Convention facilities: 5 floors of meeting rooms 
designed to handle groups of 4000; exhibition 
hall with 30,000 square feet of display space 
Structure: tallest reinforced concrete building at 




Ownership: American Airlines since purchase of 
Americana hotels from Loews in 1967 
Accommodations: capacity expanded with purchase of 
City Squire motor hotel across Avenue of Americas 
References 
"Lapidus to Design Two New York Hotels," Interiors 120 
(September 1960): 22 
"New York Hotels: Boom or Bust," Architectural Forum 
116 (May 1962): llff. 
"Maintenance of New York's Americana," Interiors 122 
(July 1963): 8ff. 
Brochure and convention sales booklet distributed by 
the hotel 
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SHERATON-DALLAS, DALLAS, 1959 
Welton Becket and Associates, architects 
May M. Kennedy, Vice President, Sheraton Corporation, 
interior designer 
J. w. Bateson, Inc., contractor 
Southland Life Insurance Company, original owner 
Sheraton Corporation of America, operator 
600 rooms, 29 stories 
Cost: approximately $35,000,000 
Site 
Location: Live Oak Street and Central Expressway, 
in Southland Center, a few blocks from downtown 
Dallas 
Size: approximately 3 acres 
Development: motor drive dividing ground floor, 




Exterior walls: reinforced concrete 
Exterior finish: porcelain enamel, gl.ass, aluminum, 
tile 
Interior finish: marble, wood, steel, tile 
Facilities 
Lower level: parking garage, arcade of.shops 
Ground floor: lower lobby, coffee shop, office lobby 
Lobby level: lobby, front office, dining room, bar, 
kitchen, bridge to meeting rooms, ballroom, 
meeting rooms, ballroom lobby, banquet kitchen 
3rd floor: 7 meeting rooms, guest rooms 
4th to 12th, 14th to 29th floors: guest rooms, 
approximately 24 per floor 
Penthouse: luxury suites 
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Major Changes 
Arcade: all shops closed except barber shop 
References 
"The Sheraton Dallas," Interiors 118 (June 1959): 60ff. 
"Blockbuster in Dallas," Architectural Record 126 
(August 1959): 14lff. 
"Southland Center," Interiors 119 (September 1959) :· 114ff. 
"Southland Center," Arts and Architecture 77 (August 
1960): 10ff. 
Henry End, Inte.tiors. Book of Hotels and Motor Hotels 
(New York: Whitney Library of Design, 1963), pp. 
lOf, 24f. 
Brochure, convention sales booklet, and descriptive 
pamphlet "The Hotel of Tomorrow - Today" distri-
buted by the hotel. 
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PITTSBURGH HILTON, PITTSBURGH, 1960 
William B. Tabler, architect 
Statler Hilton Studios, Inc., interior designer 
Collins, Simonds and Simonds, landscape designers 
Turner Construction Company, contractor 
Hilton Hotels Corporation, original owner 
800 rooms, 21 stories 
Cost: approximately $16,000,000 
Site 
Location: Commonwealth Place, in Gateway Center, 
adjacent to Point Park and to downtown 
Size: approximately 1 acre 




Exterior finish: aluminum and anodized gold on main 
building; gold-buff and concrete on elevator tower 
Interior finish: marble, tile, wood, metal 
Facilities 
Basement: concourses to parking and adjacent buildings 
Ground floor: lobby, front office, coffee shop, shops, 
employees' dining room 
Mezzanine: ballroom, 8 meeting rooms, dining room, 
cocktail lounge 
2nd to 12th, 14th to 22nd floors: guest rooms, 
approximately 40 per floor 
Notable Features 
Color: gold exterior contrasts with grey and blue-
grey buildings in area, fits- theme of Golden Triangle 
Mezzanine dining room and bar: place in projection over 
main entrance with views of Point Park and rivers 
Plan: refined version of base and tower 
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Major Changes 
Mezzanine: dining room and bar converted for meeting 
use, 2 meeting rooms added 
References 
"Some Proaress in P.ittsburght" Architectural Forum 112 
(July 1960): 118ff. 
Roy Lubove, Twentieth Century Pittsburgh: Government, 
Business, and Environmental Changes (New York: 
John Wiley and Sons, Inc., 1969), p. 124. 
Brochure and convention sales booklet distributed 
by the hotel. 
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NEW YORK HILTON, NEW YORK, 1963 
William B. Tabler, architect 
William Pahlmann, interior designer: restaurants 
Jo Mielziner, interior designer: main ballroom 
Ernest Wottitz, interior designer: guest rooms, 
meeting rooms, offices 
Lydia Moffat de Polo, interior designer: lobby 
Uris Building Corporation, contractor 
Rock-Hil-Uris Corporation, original owner 
2153 rooms, 46 stories 
Cost: approximately $75,000,000 
Site 
Location: 1335 Avenue of the Americas, across 
from Rockefeller Center 
Size: approximately 2 acres 







curtain wall of glass and aluminum 
marble, glass, wood, metal 
Basement: laundry, employees' rooms, storage, machinery 
Concourse level: coffee shop, kitchen, shops, parking 
Lobby level: front office, lobby, lobby bar, promenade 
with specialty restaurants, kitchen, offices 
Mezzanine: multi-purpose rooms, pantry 
Ballroom floor: 3 ballrooms, banquet kitchen 
4th floor: upper part of ballrooms, kosher kitchen 
5th floor: 15 hospitality suites 
6th to 12th, 14th to 42nd floors: guest rooms, 34 per floor 
43rd and 44th floors: 54 tower suites 
45th floor: 5 luxury suites 
Penthouse floors: 2-story suites, machinery 
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Notable Features 
Convention facilities: largest hotel ballroom-in world 
at time of opening (seating capacity 5000) 
Accommodations: guest rooms 20% larger, 1 foot 
higher than most in the city· 
Automation: electronic data processing system for 
room status, accounting, billing 
Art work: paintings commissioned from 125 artists 
including Larry Rivers, John Marin, Stuart Davis, 
Leonard Baskin, Ban Shahn, costing $500,000 
Lobby.bar: innovative for New York hotel 
Major Changes 
Ownership: Hilton Hotels Corporation 
Lobby: lobby bar redesigned in 1976 to be cocktail 
lounge, accessible only to bar patrons 
References 
"The New York Story: How Much is Too Much?" Institutions 
Magazine (August 1963): n,p, 
"Grand Hotel: New Version," Architectural Record 133 
(November 1963): 153ff, 
"$1000 per day at the New Hilton," Interiors 124 
(March 1965): 132ff, 
Henry End, Interiors Book of Hotels and Motor Hotels 
(New York: Whitney Library of Design, 1963), 
pp, 225, 238f, 
Donald E. Lundberg, The Hotel and Restaurant Business 
(Chicago: Institutions/Volume Feeding Management 
Magazine, 1970), pp. 46f. 
Ada Louis Huxtable, Will They Ever Finish Bruckner 
Boulevard: A Primer on Urbicide (New York: 
Collier Books, 1972), pp. 102ff, 
Brochures, convention sales booklet, and press 
releases distributed by the hotel. 
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CENTURY PLAZA, LOS ANGELES, 1966 
Minoru Yamasaki and Associates, architects 
Western Service and Supply Company, interior designer 
Rober Herrick Carter, landscape designer 
Aluminum Corporation of America, developer 
George A. Fuller Company, contract 
Western International Hotels, manager 
800 rooms, 20 stories 
Cost: approximately $25,000,000 
Site 
Location: Avenue of the Stars, in Century City, 
8 miles from downtown Los Angeles, on site of 
Twentieth Century Fox movie lots and studios 
Size: approximately 6 acres 
Development: landscaped driveway, outdoor courtyard, 
terraces, pools, swimming pool, gardens, fountains 
Materials 
Foundation: concrete 
Frame: steel with reinforced concrete 
Exterior finish: anodized aluminum panels with plaster 
and concrete surface 
Interior finish: marble, wood, metals, glass 
Facilities 
Basement: parking garage 
Ballroom level: ballroom, foyer, private dining 
rooms, banquet kitchen 
Plaza level: restaurants, bars, coffee shop, shops, 
private dining rooms, kitchen, courtyard 
Lobby level: lobby, sunken lobby bar, front office, 
shops, bar, restaurant, garden terrace 
Mezzanine: offices 
3rd to 12th, 14th to 16th floors: guest rooms, 56 per 
floor, all with balconies 
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CENTURY PLAZA, continued 
Notable Features 
Plan: shape, scale, facilitles determined in advance 
in master plan of Century City by Welton Becket 
and Associates 
Lobby: spacious sunken lobby bar serves as focal 
point of public spaces, enhanced by 24 foot high 
ceiling 
Organization: functions spearated by floors, 




"Los Angeles Supersuburb," Architectural Forum 111 
(September 1959): 49ff. , 
"Yamasaki Hotel for Century City," Progressive 
Architecture 44 (April 1963): 66ff. 
"Century City Hotel," Architectural Forum 118 (May 
1963): 57ff. 
"The Century Plaza: ··A Resort in Mid-City," Architectural 
Record 140 (August 1966): 124ff. 
Esther McCoy, "Architecture West," Progressive Architecture 
54 {April 1973): 64. 
Herbert Weisskamp, Hotels.: An International Survey 
(New York: Frederick A. Praeger, Publishers, 1968'), 
pp. 8, 12ff. 
Brochure and convention sales booklet distributed by the 
hotel; descriptive brochures of development distri-
buted by Century City, Inc. 
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HYATT REGENCY ATLANTA, ATLANTA, 1967 
John Portman, architect, developer, contractor 
Roland w. Jutras, interior designer: public spaces 
Ray Lang, Inc., interior designer: guest rooms 
Hyatt Hotels Corporation, original owner 
800 rooms, 24 stories 
Cost: approximately $17,000,000 
Site 
Location: 265 Peachtree Street, in Peachtree 
Center, in downtown Atlanta 
Size: approximately 2 acres 
Development: motor entrance, terrace and swimming pool 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior finish: exposed structural concrete 
Interior finish: concrete, steel, anodized aluminum, 
plexi-glass, plastic, tile 
Facilities 
Basement: Parking garage, machinery 
Terrace level: restaurant, night club, ballroom. 
meeting rooms, base of aviary, kitchen, offices 
Ground floor: base of 24~story atrium lobby, front 
office, cafe, cocktail lounge with roof suspended 
from ceiling, fountain, top of aviary 
Mezzanine: meeting rooms, offices 
2nd to 12th floors, 14th to 23rd floors: guest rooms, 
approximately 40 per floClt", each with balcony 
Roof: circular revolving lounge 
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HYATT REGENCY ATLANTA, continued 
Notable Features 
Lobby: atri~m lobby, 24 stories (223 feet) high, 
and 140 feet across 
Elevators: exposed elevator cabs on outside of 
shaft, providing panorama of constant movement 
Roof-top lounge: circular revolving lounge for 
360°· via-w of Atlanta 
Significance for Hyatt chain: first of a series of 
Hyatt Regency hotels of unusual architectural 
design, establishing new corporate image 
Major Changes 
Accommodations: expanded to 1100 with construction of 
cylindrical addition ( 1970, John Portman) 
Lobby cocktail lounge: roof no longer suspended 
References 
"Back to Babylon," Interiors 126 (Juiy 1967): 68ff. 
"John Portman of Peachtree Center," Atlanta (August 
1967): n. p. 
"Hyatt Regency: A 'New Hotel,'" Atlanta Journal 
(3 February 1974): n.p. 
Brochure and convention sales booklet distributed by 
the hotel; descriptive material distributed by 
Hyatt Hotel Corporation 
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HYATT REGENCY O'HARE, CHICAGO, 1971 
John Portman and Associates, architects and engineers, 
interior designers: public spaces 
J. A. Jones, Construction Company, contractor 
Sasaki, Dawson, DeMay Associates, landscaping consultant 
Hyatt Hotels Corporation, original owner 
750 rooms, 12 stories 
Cost: approximately $30,000,000 
Site 
Location: River Road at Kennedy Expressway, short 
distance from O'Hare Airport, north of downtown 
Size: 17 acres 
Development: parking lot with landscaping 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior walls: reinforced concrete 
Windows: l" thick plate glass for sound insulation 
Interior walls: exposed reinforced concrete 
Lobby floors: ceramic tile 
Facilities 
Lower level: 11 meeting rooms, exhibition hall, parking, 
laundry, boiler rooms, machinery, emplyees' rooms 
Convention level: registration lobby, front office, 
escalators to main level. 10 meeting rooms with 
foyers in south and west towers, 3 small function 
rooms and ballroom in east and north towers, kitchen 
Main level: atrium lobby, night club, private dining 
room, 2 restaurants, piano bar, cafe, shops, mobile 
lobby bar, 4 conference rooms, health club, swimming 
pool 
2nd to 12th floors: guest rooms, 35 per floor in main 
building, 10 per floor in towers 
Roof: revolving cocktail lounge 
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HYATT REGENCY O'HARE, continued 
Notable Features 
Lobby: atrium type divided into four parts by bridges 
connecting elevators with guest room corridors, 
adorned with hanging Japanese kite mobile, 5-story 
high vertical copper sculpture, live trees, hanging 
ivy 
Range of Facilities: complete business and entertainment 
facilities in accordance with isolated location 
Exterior design: rectangular structure with cylindrical 
reflective corner towers, impressive from auto or 
airplane arriving at O'Hare airport 
Major Changes 
Meeting Facilities: lower level garage converted to 
auditorium shortly after opening, the sloping 
entrance ramp becoming support for raised rows 
of seats 
Parking facilities: on-si~e lot expanded by 250 
spaces shortly after opening 
References 
"$40,000,000 Says This Lady is no Tramp," Institutions/ 
Volume Feeding Magazine (15 June 1971): n,p. 
"More than a Hotel - a Piranesian City," Interiors 131 
(August 1971): 7lff, 
"A Good Idea Whose Time Has Come - Again," Progressive 
Architecture 52 (September 1971): 122ff, 
"Traveler's Respite: The New Regency Hyatt at Chicago's 
O'Hare Airport," Architectural Forum 135 
(September 1971): 7ff. 
Brochure and convention sales booklet distributed by 
the hotel; descriptive material distributed by 
Hyatt Corporation. 
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HYATT REGENCY SAN FRANCISCO, SAN FRANCISCO, 1973 
John Portman and Associates, architect and engineers, 
interior designers: public spaces 
Elster's, interior designer: guest rooms 
Jones-Allen-Dillingham, contractor 
David Rockefeller and Associates, Trammel Crow, 
John Portman, P.I.c. Realty Corporation, original 
developers 
Hyatt Corporation, operator and owner 
840 rooms, 20 stories 
Cost: approximately $50,000,000 
Site 
Location: Five Embarcadero Center, corner of Market 
and Drumm Streets 
Size: approximately 1 acre 
Development: adjacent to landscaped pl~za 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior walls: sand-blasted concrete 
Windows: bronze solar glass in dark bronze frames 
Interior walls: exposed reinforced concrete 
Lobby floors: ceramic tiles 
Facilities 
Lower level: 30 meeting rooms, ballroom, exhibition 
hall, restaurant, bar, kitchen, machinery, storage 
Lobby level: atrium lobby, 2 dining rooms, terrace bar, 
night club, sidewalk cafe, lobby bars, sculpture 
and fountain, shops, front office 
2nd to 12th, 14th to 19th floors: guest rooms, approximately 
50 per floor 
Roof: revolving lounge 
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HYATT REGENCY SAN FRANCISCO, continued 
Notable Features 
Shape of building: two vertical walls and one slanting 
wall/ceiling form triangular prism 
Lobby: standard Hyatt features including exposed elevators, 
fountains, trees, scupture, organized within 
prismatic shape 
Northwest wall: slanting towards peak of building, wall 
contains banks of guest rooms projecting further into 




"Savoir Faire in San Francisco," Interior Design 44 
(July 1973): 58ff. 
"Portman's Most Animated Atrium Yet," Interiors 133 
(October 1973): 78ff. 
"An Outside., Inside.," Architectural Forum 140 (November 
1973): 46ff;, 
Brochure and convention sales booklet distributed by 
the hotel; descriptive material distributed by 
Hyatt Corporation 
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HYATT REGENCY HOUSTON, HOUSTON, 1972 
Joint Venture Architects, architects and interior 
designers; firms include Koetter Tharp and Cowell; 
Caudill Rowlett Scott; and Neuhaus and Taylor 
Elster's, interior designer: guest rooms 
w. s. Bellows Cons~ruction Corporation, contractor 
Houston National Company and P.r.c. Realty Corporation, 
original developers and owners 
Hyatt Corporation, operator 
1020 rooms, 30 stories 
Cost: approximately $40,000,000 
Site 
Location: 1200 Louisiana Street, adjacent to Tenneco 
Building and other new development in downtown 
Size: approximately 1 acre 
Development: trees, bridges and underground Passages 
connecting with surrounding development 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior walls: dark grey brick 
Interior finish: wood, exposed concrete 
Floors and terraces: teak wood and carpet 
Facilities 
Lower level: exhibition hall, garage 
Lobby level: atrium lobby, lobby bar, front office, 
restaurant, bar, cafe, shops 
2nd floor: 3 meeting rooms, 2 dining rooms, kitchen 
Ballroom floor: ballroom, banquet kitchen, registration 
foyer, display areas, 6 meeting rooms 
4th floor: 10 meeting rooms, upper part of ballroom, 
projection room 
2nd to 12th, 14th to 30th floors: guest rooms, 
approximately 40 per floor 
Roof: revolving lounge 
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Notable Features 
Lobby: standard Hyatt features with variations in 
elevator design, lobby bar as focal point, scale 
Integration with other development: dark grey exterior 
along wi-th bridges and pedestrian concourses provides 




"Hyatt Regency Houston," Interiors 132 (April 1973): 
78ff. 
"Houston's Hyatt Regency: Coherent Expression of Multi-
Use Space," Architectural Record 155 (May 1974): 152ff. 
Brochure, conventibn sales booklet, press releases 
distributed by the hotel; descriptive material 
distributed by Hyatt Corporation. 
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CROWN CENTER HOTEL, KANSAS CITY, 1973 
Harry Weese and Associates, architects and interior 
designers: rooftop lounge 
P.B.N.L. Architects, Inc., interior designer: guest 
rooms, bar 
Western Service and Supply, interior designer: coffee 
shop 
Eldridge and Son, Inc., contractor 
Hallmark Cards, Inc., developer and owner 
Western International Hotels, operator 
730 rooms, 20 stories 
Cost: approximately $200,000,000 for entire 
Crown Center 
Site 
Location: One Pershing Road, between Main Street 
and Grand Avenue, facing park, between downtown 
Kansas City and suburbs 
Size: 85 acres for entire Crown Center 
Development: plaza with fountain, extensive landscaping, 
sculpture, recreation area with tennis and track 
(on roof of base), swimming pool and deck 
Materials 
Foundation: concrete 
Frame: reinforced concrete 
Exterior walls of base: concrete 
Exterior walls of tower: pre-cast concrete panels 
Interior finish: wood, metal, exposed concrete, rock 
Facilities 
Lower level: parking garage, services 
Lobby level: lobby, sunken lobby bar, front office, 
shops, coffee shop, restaurant, 2 bars, corridor 
to Crown Center Shops and Multi-Media Forum 
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CROWN CENTER HOTEL, continued 
Facilities, continued 
Garden level: upper lobby, waterfall, stairs to pool 
area 
Fucntion level: ballroom, 8 meeting rooms, lounge 
overlooking waterfall, banquet kitchen, services, 
catwalk to pool 
Board Room level: 9 meeting rooms 
6th to 12th, 14th to 19th floors: guest rooms, approxi-. 
mately 50 per floor 
20th floor: 5 suites 
Roof: restaurant and lounge 
Notable Features 
Structure and Site: 5-story base is separate structure 
from guest room tower which was built into rock 
cliff 70 feet above street level 
Lobby: waterfall over rock surrounded by tropical garden 
serves as focal point of space 





"Harry Weese: Crown Center Hotel," Interiors 130 
(November 1970): 10ff. 
"Crown Center," Interiors 132 (July 1973): 48ff. 
Brochure and convention sales booklet distributed by 
the hotel; descriptive material about the devel-
opment distributed by Crown Center, Inc. 
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PEACHTREE CENTER, ATLANTA, 1976 
John Portman and Associates, architects and engineers 
Western Service and Supply, interior designer 
Western International Hotels, operator 
1200 rooms, 70 stories 
Cost: approximately $200,000,000 for entire 
Peachtree Center 
Site 
Location: 229 Peachtree S~reet, N. E., in Peachtree 
Center, in heart of downtown Atlanta 
Size: approximately 1 acre 
Development: plazas, bridges, underground concourses 




Exterior wall: curtain wall of dark reflective glass. 
Interior finish: metal, wood, reflective glass 
Lobby floor: water 
Facilities 
Basement: parking,: garage 
Lower level: exhibition areas, motor entrance 
Lobby level, 9-s~ory atrium lobby, lake, pedestrian 
bridges, lounge peninsulas, restaurant; bar, shops 
2nd floor: shop arcade, bridges 
3rd floor: meeting rooms, bridges 
4th floor: ballroom, bridges 
5th floor: upper part of ballroom with circular balconies, 
bridges 
6th floor: health club, indoor/outdoor pool 
7th and 8th floors: meeting rooms overlooking lobby 
9th to 12th, 14th to 67th floors: guest rooms, 
approximately 20 per floor 
68th to 70th floors: 3-story rooftop revolving lounge 
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PEACHTREE PLAZA, continued 
Notable Features 
Height: tallest hotel building at time of opening 
Lobby: atrium lobby with lake, pedestrian bridge, 
peninsular lounge areas, reflective glass fountains, 
sculpture, gardens 
Ballroom: largest in Atlanta at time of opening; 
elaborate decor with mirror ceilings, circular 
tiered balconies, reviving pre-war traditional 
of the grand ballroom 
Rooftop lounge: 3 stories for views of other patrons 




"Peachtree Center Plaza," A.I~A. Journal 63 (April 
1975) : 44f, 
"High Rise, High Fashion, High Hopes, High Stakes," 
Atlanta Journal and Constitution Magazine 
(8 February 1976): Bf. 
Paul Goldberger, "Skillful Use of Space Marks Portman's 
Design," New York Times (17 March 1976): 66. 
Calvin Trillon, "A Travelling Person Marooned on a 
Cocktail Island," New Yorker (29 March 1976): 102ff. 
Descriptive material distributed by John Portman and 
Associates. 
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APPENDIX II: LIST OF HOTELS VISITED 
(Listed chronologically by date of opening) 
1. Hotel del Coronado, Coronado, California, 1886 
2. Brown Palace, Denver, Colorado, 1892 
3. Pfister, Milwaukee, Wisconsin, 1893 
4. Homestead, Hot Springs, Virginia, 1900 
5. St. Regis (now St. Regis-Sheraton), New York, 
New York, 1907 
6. Plaza: New York, New York, 1907 
7. Fairmont, San Francisco, California, 1907 
8. Palace (now Sheraton-Palace), San Francisco, 
California, 1909 
9. Greenbrier, White Sulphur Springs, West Virginia, 
•• '>, 1913 
10.· William Penn, Pittsburgh, Pennsylvania, 1916 
11. Broadmoor, Colorado Springs, Colorado, 1919 
12. Drake, Chicago, Illinois, 1920 
13. Olympic, Seattle, Washington, 1924 
14. Cloister Inn.(now Boca Raton Hotel and Club), 
Boca Raton, Florida, 1926 
15. Delmonico's, New York, New York, 1927 
16. Breakers, Palm Beach, Florida, 1927 
17. Shroeder (now Marc Plaza), Milwaukee, Wisconsin, 1928 
18. Waldorf-Astoria, New York, New York, 1932 
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19. Essex (now Marriott's Essex House), New Yo~k, 
New York, 1932 
20. Chase-Pa~k Plaza, St. Louis, Missouri, 1934 
21. Miami Springs Hotel, Miami Springs, Florida, 1947 
22. Shamrock (now Shamrock Hilton), Houston, Texas, 1949 
23. Statler Center (now Los Angeles Hilton), Los 
Angeles, California, 1952 
24. Key Biscayne Hotel, Key Biscayne, Florida, 1953 
25. Beverly Hilton, Beverly Hills, California, ·1955 
26. Eden Roe, Miami Beach, Florida, 1956 
27. Americana of Bal Harbour, Bal Harbour, Florida, 1957 
28. Seville, Miami Beach, Florida, 1957 
29, Carillon, Miami Beach, Florida, 1957 
3 0. Sb~raton:-Da.llas, Dallas,_ Texas, 1959 
31, Royal Orleans~ New Orleans, Louisiana, 1962 
32, Summit, New York, New York, 1961 
33, Holiday Inn Rivermont, Memphis, Tennessee, 1962 
34. New York Hilton, New York, New York, 1963 
35. Regency, New York, New York, 1963 
36. Continental (now Continental Plaza), Chicago, 
Illinois, 1963 
37. Sheraton-Ritz, Minneapolis, Minnesota, 1963 
38. Bel Air East, St, Louis, Missouri, 1963 
39. Pontchartrain, Detroit, Michigan, 1965 
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40. Century Plaza, Los Angel~s. California, 1966 
41. Caesar's Palace, Las Vegas, Nevada, 1967 
42. Hyatt Regency Atlanta, Atlanta, Georgia, 1967 
43. Stouffer's Riverfront Plaza, St. Louis, Missouri, 
1969 
44. Fairmont, Dallas, Texas, 1970 
45. Latham, Philadelphia, Pennsylvania, 1970 
46. Hyatt Regency O'Hare, Chicago, Illinois, 1971 
47. O'Hare International Tower Hotel, Chicago, Illinois, 
1971 
48. Playboy Towers (now Towers), Chicago, Illinois, 1972 
49. Alameda Plaza, Kansas City, M~ssouri, 1972 
50. Crown Center Hotel, Kansas City, Missouri, 1972 
51. Hyatt Regency Knoxville, Knoxville, Tennessee, 1972 
52, Hyatt Regency Houste:in, Houston, Texas, 1972 
53. Marquette Inn, Minneapolis, Minnesota, 1973 
54. Hyatt Regency San Francisc0, San Francisco, 
California, 1973 
55, New Orleans Marriott, New Orleans, Louisiana, 1973 
56, Westbury, Chicago, Illinois, 1973 
57, Stanford court, San Francisco, California, 1973 
58, Houston Oaks, Houston, Texas, 1973 
59, M.G.M. Grand, Las Vegas, Nevada, 1973 
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60. Americana of Los Angeles, Culver City, California, 
1974 
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